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There are two symbiotic aspects that anyone involved in an art project has to contend with: 
‘participants’ and ‘field’. Participants are all of the people involved in the project: the artists, designers, 
administrators, performers, audiences, etc. Field encompasses the spaces and times in which the project 
takes place. Together, participants and field are the project. Forest Pitch is a project in precisely in terms 
of its conflation of ‘players’ and ‘pitch’.  
 
The Players 
 
Forest Pitch’s players are drawn from recent immigrants to Scotland. They aren’t ‘Scots’ or ‘Scottish 
Citizens’. The former affectation is such a vague form of ethnic identification as to be unhelpful, the 
latter is, at best, wishful thinking. Scotland can’t offer anyone citizenship since it remains a stateless 
nation. As Britons, residents of Scotland are not citizens but mere subjects of the British Crown. So the 
players on this forest pitch are ‘Scottish’ in the sense that they are British Subjects, in exactly the same 
way that all ‘Scots’ are.  
 
It’s worth thinking about how this plays out in relation to the broader context of ‘London 2012’. Since it 
is not a nation state, Scotland is excluded from competing in the Olympic Games. Athletes who identify 
themselves as ‘Scottish’ have no option but to play for a non-Scottish team, Team GB being but one of 
the many options available. This is equally true of all of Forest Pitch’s footballers. They are in a state-of-
becoming, much in the way that Scotland remains a state-in-waiting. Forest Pitch is akin to a city-state 
in which there are competing legitimate organising principles for the cultural arena and in which 
individuals are legal members of a transnational footballing community while also having legal 
responsibilities to the local territory in which they reside (the UK). 
 
‘Playing for the team’ implies a gesture that is at once authentic and theatrical. Homo ludens puts on 
the jersey and role-plays for the duration of the game. When it’s over, we take off the jersey and go 
back to occupying our own identities as possessive individuals and global consumers. Forest Pitch players 
aren’t playing for, or as, a nation. They are performing within a new, temporarily formed, alliance, as 
associates, as part of football’s global community of practice. This does not assume that a consensus will 
be reached on any other matters, that any static forms of identification will emerge. The participants in 
Forest Pitch will remain Balkanised into their overlapping territories. 
 
In such a context, the problem of how to design their strips was a particularly difficult one to approach. 
These are uniforms to be worn by people who come from different parts of the world, who have diverse 
cultural and economic backgrounds. How do you design something that will satisfy all and offend 
nobody? How do you generate a place, a sense of time, of occasion that doesn’t appear to exclude?  
 
This is an educational issue. When the modern Olympics began in the late 19th century, education was 
tied to the production of a national culture and a form of national consciousness. Today’s ubiquitous 



 

curricula for ‘excellence’, in contrast, aim to produce “a subject who is no longer tied to the nation-
state, who can readily move to meet the demands of the global market.”1 Following Bill Readings, we 
might argue that the empty discourse of ‘excellence’ has the effect of homogenising culture inasmuch 
as it prevents thinking about culture in terms of geopolitics, in relation to place, since these are 
hallmarks of a redundant ‘national’ economy. Isn’t the very idea of the ‘global citizen’ meaningless where 
‘citizen’ no longer describes a state from which we might be excluded? 
 
In outsourcing the problem to Scotland’s schoolchildren, Coulthard challenges this pressure of 
globalising homogeneity, encouraging diversity of approaches. The young designers have produced 
different ideas of what a fantasy football strip could look like. Fair from being the authentic gestures 
and naif wisdom of innocent eyes, the designs that Coulthard had to choose from were a mixture of 
different social and educational desires and pressures. They were, in equal measure, the subjective 
fantasies of the children, ‘fanworks’2, a manifestation of the Scottish Government’s ‘Curriculum for 
Excellence’ and illustrations of the educational ‘pitch’ of Forest Pitch, namely, Coulthard’s keywords of 
‘Diversity, Mythology, Identity, Sport and Environment. The conflict between identification and mis-
identification remains. The strips, like the uncertainty of the outcome of the game itself, emphasise that 
there are no obvious answers, just better questions. 
 
The Pitch 
 
While ostensibly promoting peaceful international cooperation and friendship, the modern Olympic 
Games are a global spectacle in which nation states engage in intense competition over resources. The 
arrival of the games alters national and international patterns of investment and shifts global attention, 
momentarily, towards a singular perceived urban ‘centre’. It simultaneously engages states in inward 
investment to ensure that just one of cities is viewed as a ‘centre of excellence’ on this world stage. As 
states compete to enlist the best sporting mercenaries, ancestry and postcodes alike become powerful 
bargaining tools. The number of silvers and golds won is tallied up and acts as a badge of honour that 
reflects socio-economic status. In all of this, the Olympics reinforce and illustrate the unequal 
distribution of the world’s resources. These forces of globalisation are the bigger pitch in which Forest 
Pitch is grounded. 
 
In today’s world, this emphasis on national competition seems an odd anachronism. The Peace of 
Westphalia, signed in 1648, ended the Holy Roman Empire generated a consolidation of Europe’s 
regions and nations into many of the superstates that we still recognise today.3 Following World War II, 
this system of national competition has unravelled. On the one hand, a process of Balkanisation has 
allowed pre-Westphalian nations to re-emerge from their overlords. At the same time, these emerging 
nation-states have eagerly joined transnational confederations such as the European Union.  
 

                                                
1 Bill Readings, The University in Ruins, p49. 
2 Something made by a fan for fans. 
3 For example, in 1707, wealthy Scots established a Union with the ruling classes of England and Wales to 
create the United Kingdom of Great Britain. 



 

We know that the nations that compete in the Olympics do not have demonstrable sovereignty from 
one another, that their economic and environmental fates are intertwined. And yet, the myth of 
sovereignty remains central to the spectacle of the games just as it does to the geopolitics of the 
everyday. Football too is subject to these opposing pressures of the glocal. It is a geographically specific 
sporting culture, its professional codification is deeply imbued with the ‘muscular Christianity’ of 
England’s 19th century public schools. And yet, football transcends this national and class-specific 
identification, it is played in most corners of the world. It thrives at amateur and professional levels, in 
both rich and poor nations. 
 
It seems, both literally and metaphorically, Forest Pitch is a place in which these opposing perspectives 
meet. On the one hand, it manifests the settler’s act of place making, on the other, the itinerant’s sense 
of one space following on from another.  
 
The forest, in European folklore at least, is a place of unknowing, it precedes understanding. The clearing 
in the forest is a tabula rasa, a ground zero. Building a football pitch in a forest is an act of 
territorialisation, the transformation of a space into a place. It was deforestation of Scotland that 
allowed it to emerge as a cultural canvas, to make it amenable for modern agriculture and industry. In 
this sense at least, the clearing of the forest for a game of football is an attempt to play the field, to 
enculture what was once nature. The forest is a site for transubstantiation, a field that is constructed 
and occupied by the players in a place-making exercise. By shaping it to their own ends, it comes to 
perform their beliefs and desires for a settlement of their own. 
 
Whlie the spectacular arrival of the 2012 games in London has generated immense upheaval in 
England’s densely populated capital, the arrival of a football pitch in the middle of a Scottish forest is 
remarkably understated. The existence of the grandstand is not obvious now, nor will it leave a lasting 
scar on the landscape in the way that, say, Anish Kapoor, has. Coulthard’s Forest Pitch does not lie at a 
‘centre’, it is not concerned with marketing a world city, nor does it aspire to generate a return for 
investment in the form of an enduring infrastructure.  
 
The transience of Forest Pitch relates to aspects of the economy that have been expanding in Scotland 
since post-industrialisation. Recent immigration into Scotland has served a relatively small number of 
economic sectors, in particular, agriculture, tourism, catering and hospitality. The demography of 
Scotland, with its concentration of the population in its urban central belt and a lack of rural 
accommodation, makes itinerant labour hard to come by outside of the cities. Moreover, since it is 
seasonal, the rural economy is more inclined to be migrant and precarious. The infrastructure of these 
industries are Scotland’s renewable natural resources (the landscape, the sea, lochs, people) rather than 
something that is ‘fabricated’. 
 
In this, Forest Pitch is a good example of George Battaille’s Accursed Share, his contention that the “fate 
of all profit is waste.”4 Profit leads, inevitably, to excessive expenditure on spectacles that are non-

                                                
 



 

procreative and non-productive. Battaille argues that all systems are ultimately wasteful, they all create 
eruptions of energy. Nature involves regular catastrophes, the destruction that ensues is a positive 
attribute in that it requires rebuilding to take place. As forms of play, sport and art are ‘wasteful’ in ways 
that pose a challenge to the current neoliberal dogma of austerity, of balanced budgets, clear objectives, 
of ‘outcomes’ and ever more detailed quantification of all things. Sport and art are, in contrast, a 
magnificent ritualistic expenditure of excess energy, a giving away of more than we will ever recieve in 
return.  
 
As a ritualised act of hospitality, Forest Pitch requires a high degree of personal investment from its 
participants who, in return, enjoy the intensity of the game they are playing. It takes a form that is 
liminal and contingent, that, having exhausted its energy, is returned to the ecosystem from which it 
materialised. Crucially, Forest Pitch is unpredictable, at the time of writing, I, like everyone else, have no 
idea how it will turn out. As a project, Forest Pitch is a process rather than an outcome. As free play, the 
experience it affords does not close down the question of what we value, rather, it opens it up. 


