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Abstract
The work of the photographer-researcher is marked by a practice-based approach to explore 
living in relation to place mediated by the visual, in this case, refinery landscapes. Using a 
methodology of the photographer-researcher and a theory of visualicity, the Strathcona 
(Edmonton, Alberta, Canada) refineries are photographed and reflected upon through text. A 
discussion of Edward Burtynsky follows as a means to contextualize multi-modal approaches to 
relationships of people and place. These photographs represent refinery landscapes, industrial 
production, and regimes of security. 
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Figure 1. Lozowy, A. (2007). Strathcona 1 [Film]. Image courtesy of the author.
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Starting with a camera

I peer through chain-link and barbed-wire obscuring my view.
The uniformed guard approaches with purpose,
“I’m going to have to confiscate your camera!”

My subject is shrouded, guarded, fenced, obscured—a dark spectacle. Refineries anchor landscapes 
where extraction leads to refinement and upgrading. Refineries unsettle me because they offer a 
paradox of a commanding visual presence, yet miles of chain-link fences, security guards, and 
video surveillance discourage looking. The refineries I’m interested in are on the east side of the 
City of Edmonton, Alberta, Canada, as well as those found near Fort McMurray, Alberta, Canada. 
These refinery spaces and their industrial lands represent negative, inaccessible, and darkened 
spaces that resonate with the notion: “absent from but entirely within the landscape” (Cezanne, in 
Deleuze & Guattari, 1994, p. 169). Taken together with Lefebvre’s notion that space is organized 
and produced by humans (Lefebvre, 1991)—these refineries reflect a multiplicity of social, spatial, 
geographical, and political effects. For example, refineries are large players in interconnected cir-
cuits of flow where a commodity, like oil, is liquefied1 and kept in motion by regimes of highly 
skilled engineers, professionals, operators, technicians, laborers, service staff, and others. 
Alternatively, for those who are intimately connected to the goings-on of a refinery, a dark-specta-
cle moniker may not fit at all. My personal approach is one of the photographer-researcher, as an 
outsider, who, in this case, reflects upon the work of Edward Burtynsky as a means to consider 
methods and strategies for what it may mean to live in relation to industrial landscapes, specifi-
cally—refineries. The refineries near Edmonton exist in relation to a large urban population. These 
refineries fit within a peri-urban industrial zone clearly defined and framed by highways and sec-
ondary roads. Close proximity to a major population means that control of space is tightly regi-
mented; one cannot simply drive around, or more accurately, through. As a photographer-researcher 
picturing these refineries I work towards expanding beyond fetishization towards an ongoing pro-
cess of rumination, representation and resignification. The images in this article intend to offer an 
opportunity for a sustained gazing — an illumination.

Figure 2. Lozowy, A. (2007). Strathcona 2 [Digital]. Image courtesy of the author.
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This article is about living in relation to industrial landscapes that do not allow public access, 
where gazing is discouraged and sustained focus is avoided, instead catering to glancing (Lozowy, 
Shields, & Dorow, 2013). Gazing and glancing build upon Shields’s (2004, p. 5) notion of visu-
alicity. Shields writes, “whereas the gaze is directed at a focus, an icon, the glance surveys a field, 
a context. It is a rapid scan, momentarily bringing into retinal focus a peripheral movement in 
search of emergent elements of the visual field.” The glance is rapid and temporary. The gaze is 
sustained focus. Neither the gaze nor the glance are positivistic exemplars of a single truth. In 
order to extend a refinery gaze, photography is used here as a tool for momentarily and fragmen-
tarily bracketing a fleeting and temporary moment.

Refineries can be dangerous zones, the continuous fences guard against an external threat of 
injury or death. Aware of the inherent danger I do not ask to walk around on a self-guided tour, I 
merely want to stand and observe, gaze, and photograph the landscape as Humphrey Lloyd Hime 
(Huyda, 1979) would have done a century ago. I reflect on W. J. T. Mitchell’s notion that “land-
scape is best used not as a noun, but as a verb, ‘to landscape’” (Mitchell 1995, in Wells 2011, p. 
5). Liz Wells (2011) continues: “To ‘landscape’ is to impose a certain order.” (p. 2). Here the 
photographer becomes landscaper, imposing order.

Strathcona Refineries

As a child, I recall driving by the Strathcona refineries and looking out the window mesmerized by 
the twisted metal architecture that seemed such a contrast to the prairie landscape, the suburban 
homes, the covered shopping malls, the single-story brick and cinder-block schools, which were 
steel-clad commercial buildings I was most accustomed to in my youth. The refineries presented 
themselves as different from the norm. The refineries at night offer a surreal and theatrical display. 
Ground-level flood lights illuminate steel columns and pipes, the tall structures adorned with flash-
ing lights and smoke pumping white across the black night sky produce a haunting spectacle. This 
description is memory reflected in words, and it informs my present-day activities of approaching 
the refineries as a social and photographic subject. Bringing together photography and research into 
a method of photographer-researcher, I reflect on multiplicity as a tenet of visualicity (Shields, 
2004)—the visible and invisible. Visualicity, as defined by Shields, incorporates six dialectical 
aspects: the gaze and the glance, focus and depth, and representation and exposure. Visualicity is a 
tool for thinking through a process of constant questioning. I wonder at the possibility of dwelling in 
“perpetuum mobile of immanent materiality,” a collusion in interior and exterior fluctuations (Mules, 
2006, p. 86). Images allow one to gain a kind of visual literacy about a given subject. Visual literacy 
then offers the viewer to see beyond the representation, the act of visualicity, into imagination.

In 1947, near Leduc, Alberta, a major crude oil discovery was made. This discovery led to the 
transformation of Alberta’s economy and fed a population boom. Leduc No. 1 was an active 
producer of crude until 1977. Within that time, Canada as a nation, fueled by an oil boom, became 
self-sufficient and ultimately a major exporter of oil (Byfield, 1992). In 1948, my grandfather on 
my mother’s side arrived in Canada as a Ukrainian immigrant. After working for 6 months on a 
farm on Prince Edward Island, he saved up enough money to send for his wife and son. When the 
three were reunited in Canada, they purchased three train tickets to the furthest destination they 
could travel to with $200. As though by chance, my relatives arrived in Edmonton, Alberta, a 
prairie landscape that reminded them of a Ukraine they left behind. They arrived in Alberta as the 
oil boom escalated in Leduc. Meanwhile, Sun Company (now Suncor) continued to explore and 
refine the tar sands mining operations. I reflect on my relative’s arrival as I explore the land 
around Edmonton with a camera. My interest is always intensely focused on the refineries, and I 
have made many attempts to drive, walk, and bicycle with a camera, photographing a place that 
is decidedly marginal, yet porous to the flow of incoming synthetic crude and the outgoing of 
refined products. I am struck by the dark visual-spectacle of the output of gasses and vapors 
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(smoke) that pour out at a constant rate from so many stacks. I retell my family story because I 
see memory, time and place as integral to a reflexive process of an affective (Davidson, Park, & 
Shields, 2011) experience of a particular place (Edmonton) that supports my query and continues 
to draw new immigrants. The simultaneous growth of dwellings, roads, shopping centers, pipe-
lines, and refineries all work together to establish particular melodious or discordant components 
that create an Edmonton that is a multiplicity of place and perspective.

For the photographer-researcher, exploration refers to spending time in a given place—
driving, walking, and cycling so that I can get as close to the subject as possible. Photography 
is a methodical and slow process. The photographer waits patiently for all the elements to 
momentarily take an aesthetically harmonious (or otherwise) shape in the frame. Embedded 
within images I create is the constant struggle to be honest and aware of my own privileged 
status. As a personal practice, I have endeavored to reveal these refineries from a ground-
level perspective. These photographs emerge as artifacts of an arts-based research practice of 
data collection and spatial meditation. The vantage point is grounded, in a manner of speak-
ing, rather than distant and aerial. By intersecting and cross-cutting spaces adjacent to refiner-
ies by foot, by bicycle, and at night meant that encounters with people, the place, and the 
environment tends to sidestep or challenge everyday patterns of the workday (Patchett, 
Lozowy 2012).

When I stand idle at the gates or along the perimeter fence of a refinery, I experience a 
heightened sense of my awareness, and of being watched. I stand behind a camera, looking 
through glass, looking through chain-links. I stand and capture only what the camera can 
reflexively see from a spectator’s point of view (Smith, 1993). I can capture no more than 
what may be seen with the human and mechanical eye. My actions as photo-voyeur such as 
loitering, standing, gazing, photographing, when read through the televisual receivers by 
security personnel may be interpreted as a threat to daily operations at the plant. The reality 
of everyday security-watching may reveal static and empty fields, or roads with cars passing 
by—and thus my presence as a mobile and sometimes standing object represents a sign of 
difference. Difference read bluntly translates as threat. The threat may in fact be rooted in a 
genuine belief that my presence is a threat, but to what? To the otherwise veiled and darkened 
place of the refinery itself?

Gaining Perspective With Edward Burtynsky

Edward Burtynsky is an internationally recognized artist of large-scale photographic works 
including Manufactured Landscapes (Burtynsky, Pauli, Haworth-Booth, Baker, & Torosian, 
2003) and a film by the same name (Baichwal, 2006). Burtynsky’s method, developed over many 
years of photographic practice, exemplifies his desire to picture residual landscapes, or what he 
refers to as manufactured landscapes (Campbell, 2008). Industrial landscapes as a typological 
project are not a new genre and have been the object of focus for Bernd and Hilla Becher (2002a, 
2002b, 2006, 2010) amongst others. One could argue that the Becher’s work aestheticizes certain 
spaces, yet the point is that as spaces, they reside at geographical and cultural margins with 
regard to what may be typified as a beautiful landscape. Instead of a traditionally held notions of 
beauty these industrial landscapes represent other ideas, technological innovation, economic 
power, and industriousness.

Burtynsky acknowledges that making and reading (looking at) images is an ongoing process.
Burtynsky states,

My work is dedicated to seeking out a landscape that speaks to [a] global dilemma: too many people, 
unsustainable extraction rates of limited resources, and toxic by-products—our larder and our future 
is currently under siege!
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I believe photography is a perfectly suited medium for this type of message because there is a 
patent trust and faith that what the photographic image represents is a “real” place in the world. 
However, I don’t necessarily think that any given photograph is either entirely truthful [or entirely 
fictional]. The person making a picture has invested a certain amount of their personal knowledge, 
consciously attempting to influence the audience with a specific point of view. . . In the reading of 
stills, the image offers only part of the information, the viewer brings to it the other part, and together 
they create a unique gestalt that is never exactly the same from one person to the next. (Campbell, 
2008, p. 43)

One way to consider the quote above is through the concept of visualicity. From a practice-
based perspective Burtynsky chooses to bring his photographic attention to landscapes that are 
alternative or secondary. Think of a supporting-cast, or perhaps the nature of by-products, both 
of which give context to that which is more highly prized: the lead actor, or the most valuable 
refined fuel. By picturing second geographies or residual landscapes, one may need to work 
even harder than if one were looking upon a pristine landscape to move forward with an open-
ended dialogue. “The camera is nothing more than the evolution of mark-making tools, but it 
is certainly an important tool that has allowed civilization to see itself like never before and 
allowed the development a vast lexicon of visual linguistics” (Burtynsky & Torosian, 2001, in 
Campbell, 2008, p. 45).

Burtynsky states that rather than producing a documentary film he produces a “still image, 
large and full of detail, that allows one to metaphysically enter a place” (Campbell, 2008, p. 
42). The series Oil Sands (found at edwardburtynsky.com) is an essential point of reference 
when considering refineries and oil sands in Canada, as this series of images have been widely 
reproduced in popular media across Canada and internationally. Burtynsky’s work is particular 
in its use of perspective, his images position the viewer above the mine sand tailings ponds. 
Burtynsky writes,

I don’t think of my images as pure documentary acts, either, in that they’re highly researched and 
selected places, seen from very specific viewpoints, using a specific lens for the composition that I 
want to construct, and there’s the selection of film type, time of day, quality of light, et cetera. 
Everything has been considered, so it’s about what a place looks like from my point of view for a few 
minutes, in the right season, under just the right conditions. This is seeing the world in a malleable 
way (Campbell, 2008, p. 48).

This malleability of seeing refers to the dubious nature of representing some form of objective 
truth. Instead of an objective truth, what can be said is that the camera as a tool for writing has 
become active at a specific time, in a specific place, to capture an image of what is temporarily 
apparent to the photographer and the camera as a matter of an artist working within the limits of 
an apparatus’s limits. In particular, the images that appear in the Alberta Oil Sands series were 
largely taken while flying over specific areas, using a wide perspective (Burtynsky, 2011). For 
Burtynsky, the act of finding and choosing a subject is an act of finding the largest or most visu-
ally stunning depictions of a particular kind of example of human influence upon landscapes. 
Burtynsky’s Oil Sands is an ambitious project represent as much as wide a perspective as possi-
ble, in as great of detail as possible, without any humans present. There are machines within these 
frames, but unlike some of his other works—such as Shipbreaking, where humans figure promi-
nently—there are clearly no people in these images?

I wonder what the nature or significance is of a perspective that eliminates human figures. 
Perhaps these spaces, particularly the images depicted in the Alberta oil sands series (1-10), 
make reference to representations of the places in need of illumination—visualization—
because they are those land-scaped by gargantuan machines and toxic ponds. The overwhelm-
ing composition suggests that these oil sands spaces may be better off as forgotten space, 
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marginalized, second, and residual? Burtynsky suggests that our collective future may be at 
siege and uncertain, our view is limited by the regulations of corporations and governments. 

The Photographer-Researcher

The photographer-researcher is an active participant in the scaping process, one who is engaged 
in an ongoing and open-ended discussion. The photographer-researcher is a working model that 
reflects with the concept of visualicity as a learning tool, one that ensures that a given amount of 
seeing beyond the actuality of a given image is always in play. At one level, the representation 
seen upon viewing the image can do the work of transporting the viewer into the scene while 
visualicity is enacted as a reminder to imagine into the myriad of flowing components that at one 
time intersected, if only briefly, to generate a scene. The power of the viewer is granted as a 
component piece, an acknowledgement that any and every image can only ever display 
partiality.

Partiality refers to the fragmentation of perspectives, of different gazing, of different eyes. 
One could ask, how do different people, groups, and/or organizations perceive the refineries on 
the east-side of Edmonton? From the point of view of a child looking out of a car window, the 
refineries may seem like factories endlessly making, pumping, belching, and announcing their 
productivity, no matter how abstract the products. Refineries appear different in comparison to 
the more mundane places like schools or picturesque, pristine landscapes. In terms of a spatial 
compartmentalization of geographical zones, refineries may take on a different kind of appear-
ance depending on who is looking, gazing. For instance city councilors, politicians, and planners, 
those involved in governmental decisions, may all see places, geographies, differently (Shields 
2012). The economic benefits of self-sufficiency and the added bonus of a commodity for export 
looks superb on paper. Zoning and bylaws from the standpoint of a politician likely reveals far 
more than the average citizen may ever care to find out.

Fragmentation of spatial relations is one way to think about the difficulty of merging maps 
with on-the-ground experiences of everyday life (Marston, Jones, & Woodward, 2005). Even 
when the perspective is on-the-ground (Freeman, 2008), where a photographer may stand and 
photograph the landscape, there may be a sensation of confrontation which is too grand to grasp, 
similar to the notion that cities are rendered unintelligible yet aesthetically seductive (Giblett, 
2009) by their scale.

Rendering geographical space as intelligible, perhaps by photographic means, proves frag-
mentary at best as a means to understanding the connections, flows, and interdependence of 
zones and scales and thus—fragmentation is persistent. In this regard, it may be useful to think 
of Burtynsky’s images as fragments, but fragments that are disguised as views on a grand scale2 
that disorient space as well as the viewer. Burtynsky’s images encourage the viewer to look upon 
and into the landscapes and are taken from a vantage point such as to defy the viewers’ imagina-
tion of how they themselves or any human could enter and participate in the scene. Burtynsky’s 
aerial photographs represent the antithesis of a close-up, ground-level view on these sites as 
ongoing social activities.

Burtynsky’s images are captured with large-format cameras, they provide tremendous detail 
through representation, as large-scale prints possess the ability to invoke a fixated gaze from the 
viewer while obscuring the implicit toxicity (Peeples, 2011). At the same time, photographic 
prints by their very abstraction may serve to disconnect the viewer from a timely and unsightly 
scene. However, in the case of Burtynsky, if it was not for these images we may never view these 
scenes at all. In contrast, through a process of on-the-ground photography, my intention is to offer 
photographs, glimpses of a particular subject, in order to gain insight into industrial and other 
places as, once again, phenomena difficult to fathom due to the distancing imposed by the fences, 

 at UNIVERSITY OF ALBERTA LIBRARY on December 2, 2015sac.sagepub.comDownloaded from 

http://sac.sagepub.com/


394 Space and Culture 17(4)

guards, and security cameras. Methods of representation can only offer fragments, and perhaps 
the best one can do is become familiarized with as many fragments as possible in order to cobble 
together some fractured understanding.

Figure 3. Lozowy, A. (2008). Strathcona 3. [Digital]. Image courtesy of the author.

Figure 4. Lozowy, A. (2008). Strathcona 3. [Digital]. Image courtesy of the author.
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Conclusions

I wonder if the construction of visual worlds is a practice that can be made into as diverse a process 
as possible, not necessarily by making more images, but rather new ways of looking, and perhaps 
sensing. Debbie Lisle’s (2009) characterization of the act of looking as a kind of “subject-object-
world assemblage,” suggests that the multiple lines of sight at work in a photograph indicate 
“multiple—and mobile—relationalities” (p. 6). She bases this understanding on Deleuze’s dis-
persed account of agency in the act of perception: “For Deleuze, a work of art—for our purposes, 
a photograph—is not an inert or still document, but rather a ‘block of sensations’ (Deleuze, 2003).” 
It is not a finished object produced by an autonomous viewer; rather, it is a combination of pre-
cepts, initial perceptions, and affects, physical intensities that passes through subjects at the point 
of visual perception. This kind of relational encounter with an image attempts to open to an affec-
tive connection between subjects engaged in the act of looking; in this case, the photographer, the 
subjects, and objects within the photograph and the viewer (Lisle, 2009). Lisle’s notion takes 
account of the affective level of perception, that is, the pre-interpretive moment when images reach 
out to grab us, and the changes to our traditional understanding of how a photograph “moves” us.

Certain considerations are always on my mind when I set out with a camera in hand. Each new 
experience adds to my collective and expanding perspective on a given practice.

In the mid-1800s,

The ability of photographs to shape public imagination was governed by reproducibility and availability 
. . . the daguerreotype was predicted to become an object of continual and indispensable use . . . 
enabling every author . . . to compose the geographical part of their own work. (Schwartz, 1996, p. 19)

Schwartz identifies subjective qualities implicit in photography. The camera is a tool in the hands 
of an actor/author/photographer who makes choices and decisions relative to experience, ethics, 
and aesthetics (Schwartz and Ryan, 2003) Perhaps the Guard, as a messenger, is motivated by a 
policy that states, in not so many words, that photographers be cast out and away under the 
grounds that they may be giving more consideration to a given industrial landscape than those 

Figure 5. Lozowy, A. (2011). Syncrude Tailings 1. [Digital] . Image courtesy of the author.
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who merely pass by and look on from behind automotive glass. The current regime in place 
insists that only glancing, rather than gazing, be supported—and thus the daily routines of those 
who pass-by cannot give pause to question the obscurity of a dark spectacle, casting shadows, 
cutting skylines, and belching smoke. The photographer-researcher employs a regime of visual-
icity and tarrys with the smoothness of desensitization, instead turning the camera to face refiner-
ies and industrial landscapes in order to capture some light in dark spaces.

Acknowledgments

The author wishes to thank Elena Siemens, University of Alberta, for encouragement and inspiration; Merle 
Patchett, Bristol University, for constructive comments and questions; Rob Shields, University of Alberta, 
and the anonymous reviewers for their comments and suggestions.

Declaration of Conflicting Interests

The author(s) declared no potential conflicts of interests with respect to authorship and/or publication of this 
article.

Funding

The author(s) received the following financial support for the research, authorship, and/or publication of 
this article: The author would like to thank the Department of Sociology at the University of Alberta in 
conjunction with the Social Sciences and Humanities Research Council of Canada, Killam Research Fund, 
and the Henry Marshall Tory Chair Fund.

Notes

1. Alberta’s oil industry is largely based on bituminous sands, a solid tar-like substance that is chemically 
and physically separated to produce Alberta crude.

2. Edward Burtynsky’s images are often displayed in large format (i.e., 36” × 48” etc.).

References

Baichwal, J. (Director). (2006). Manufactured landscapes (Documentary).
Becher, B., & Becher, H. (2002a). Bernd und Hilla Becher: Industriephotographie [Bernd and Hilla Becher: 

Industrial photography]. Cambridge: MIT Press.
Becher, B., & Becher, H. (2002b). Industrial landscapes. Cambridge: MIT Press.
Becher, B., & Becher, H. (2006). Cooling towers (1st ed.). Cambridge: MIT Press.
Becher, B., & Becher, H. (2010). Coal mines and steel mills. Munich, Germany: Schirmer/Mosel.
Burtynsky, E. (2011). Oil (1st ed.). Göttingen, Germany: Steidl.
Burtynsky, E., & Torosian, M. (2001). Residual landscapes: Studies of industrial transfiguration. Toronto, 

Ontario, Canada: Lumiere Press.
Byfield, T. (1992). The birth of the province. Edmonton, Alberta, Canada: United Western Communications.
Campbell, C. (2008). Residual landscapes and the everyday: An interview with Edward Burtynsky. Space 

and Culture, 11, 39-50. doi:10.1177/1206331207310703
Davidson, T., Park, O., & Shields, R. (Eds.). (2011). Ecologies of affect: Placing nostalgia, desire, and 

hope. Waterloo, Ontario, Canada: Wilfrid Laurier University Press.
Deleuze, G., & Guattari, F. (1994). Qu’est-ce Que la Philosophie? [What is philosophy?]. London, England: 

Verso.
Freeman, J. C. (2008). Imaging Place: Globalization and immersive media. In R. Adams, S. Gibson, & S. M 

Müller. Arisona (Eds.), Transdisciplinary Digital Art: Sound, Vision and the New Screen (Vol. 7, pp. 
453–466). Berlin: Springer-Verlag Berlin.

Giblett, R. (2009). Terrifying prospects and resources of hope: Minescapes, timescapes and the aesthetics 
of the future. Continuum, 23, 781-789.

Lefebvre, H. (1991). The production of space. London, England: Wiley-Blackwell.
Lisle, D. (2009). The “potential mobilities” of photography. M/C Journal: Media and Culture, 12(1).

 at UNIVERSITY OF ALBERTA LIBRARY on December 2, 2015sac.sagepub.comDownloaded from 

http://sac.sagepub.com/


Lozowy 397

Lozowy, A., Shields, R., & Dorow, S. (2013). Where is Fort McMurray? The Camera as a Tool for 
Assembling “Community.” Canadian Journal of Sociology, 38(2), 191–210.

Marston, S. A., Jones, J. P., III, & Woodward, K. (2005). Human geography without scale. Transactions of 
the Institute of British Geographers, 30, 416-432.

Mitchell, W. J. T. (1995). Picture theory: Essays on verbal and visual representation. Chicago, IL: 
University of Chicago Press.

Mules, W. (2006). Creativity, singularity and techné. Angelaki, 11(1), 75-87.
Patchett, M. (2012). Reframing the Canadian Oil Sands. Imaginations Journal, 3(2), 140–169.
Peeples, J. A. (2011). Downwind: Articulation and appropriation of social movement discourse. Southern 

Communication Journal, 76, 248-263.
Schwartz, J. M. (1996). The geography lesson: Photographs and the construction of imaginative geogra-

phies. Journal of Historical Geography, 22, 16-45.
Schwartz, J. M., & Ryan, J. R. (2003). Picturing place: Photography and the geographical imagination. 

New York, NY: I. B. Tauris.
Shields, R. (1986). Toward a theory of social spatialization (Unpublished dissertation). Carleton University, 

Ottawa, Canada.
Shields, R. (1991). Places on the margin. London, England: Routledge.
Shields, R. (1996). Meeting or mis-meeting? The dialogical challenge to Verstehen. British Journal of 

Sociology, 47, 275-294.
Shields, R. (2004). Visualicity—On urban visibility and invisibility. Visual Culture in Britain, 15(1), 23-36.
Shields, R. (2012). Feral suburbs: Cultural topologies of social reproduction, Fort McMurray, Canada. 

International Journal of Cultural Studies, 15(3), 205–215.
Steinberg, P. E., & Shields, R. (2008). What is a city? Rethinking the urban after Hurricane Katrina. 

Athens: University of Georgia Press.
Wells, L. (2011). Land matters: Landscape photography, culture and identity. New York, NY: I. B. Tauris.
Woodward, K., Jones, J. P., III, & Marston, S. A. (2010). Of eagles and flies: Orientations toward the site. 

Area, 42, 271-280.

Further Reading

Campbell, C. (2008). Residual Landscapes and the Everyday: An Interview with Edward Burtynsky. Space 
& Culture, 11:1, 39-50.

Edensore, T. (2005). Industrial ruins: Space, aesthetics and materiality. New York, NY: Berg.
Lisle, D. (2009). The “potential mobilities” of photography. M/C Journal: Media and Culture, 12(1).
Paglen, T. (2008). Experimental geography: From cultural production to the production of space. In N. 

Thompson (Ed.), Experimental geography (pp. 27-33). Brooklyn, NY: Melville House Publishing.
Schwartz, J. M., & Ryan, J. R. (2003). Picturing place: Photography and the geographical imagination. 

New York, NY: I. B. Tauris.

Author Biography

Andriko Lozowy is a photographer-researcher interested in places and spaces where people and technology 
intersect to create new possibilities of living well together.

 at UNIVERSITY OF ALBERTA LIBRARY on December 2, 2015sac.sagepub.comDownloaded from 

http://sac.sagepub.com/

