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To Robin. . .



The dead don't stay where they are buried.
—John Berger
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PREFACE

The 23 essays collected here survey art, archisctand cultural
production primarily through a discursive, “archiaggcal” investigation of
the premises athe evenbf art and architecture, plus the critical or texft
analogues given to the same. The primary presentieese readings is a
path out of late-modern nihilism; or, a possibleyveaut of the world of
broken signifiers and mere materialist agency tloanstitutes the
instrumentalized orders of art and architectureeurile spell of capitalist
orders. In this way, it is the critical apparatusapparitional nature of texts
that informs this archaeology of the affective negs given to late-modern
cultural production. The essays are intended tmadigthe arrival,
coincidental to the exit from post-structuralisnh,an elective engagement
with the very idea of the limit inscribed in worlds limits a figure that
suggests that what lies outside of such worldshésttue address of the
work of art and architecture.

Arguably, as limit, the work of art and architeguwlraws a type of
circle that either delimits the presence of signiflyagency itself or its
negation. It is the latter that is invoked in thegetctory of the essays as they
unveil the operative agency of formalist endeavassan approach to the
edge of the world as limit and the expectation thath forms of reduction
lead to the ability to embody and “say” the contenapy form of the
unsayable (for example, the anti-capitalist sub)imiéhis encounter with
spectrality, the principal gesture of post-strualigm (plus the subsequent
turn into compromised forms of materialist reificat, or re-engagements
with deterministic elements of cultural producti@no- or anti-capitalist in
spirit), nonetheless brackets the expectation tfngxthe same, effectively
perpetuating the dislocations and short circuitdeenic to socio-economic
theories of art and architecture (art and architectas socially and/or
economically determined and grounded forms of aecnodation with
ideological production itself). This problem hasberesent all along the
path of modernity, and it is, as such, the veryas®wf the dismissal of art
and architecture by figures as diverse as Guy DEbdanfredo Tafuri, and
Gilles Deleuze.

The idea of a limit automatically suggests “closumehile in the more
speculative practices given to art and architectiieeavowed negation of
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negation arrives with the notion of the event; thite-modern version of
the event most commonly traced to Edmund HusspHenomenological
project, while its presence in post-structuralisna g@ost-phenomenology
remains primarily a spectral (and repressed) forimideality. In the
negative dialectics of the apophatic path to the (@me world), the erasure
of compromises with mere worlds (instrumentalizedeos) leads to the
proverbial way out, here configured as the antitedipt sublime or
Benjaminian cosmogonic parousia, an antitheticalatity for art and
architecture that also accesses the abstract dodtiee speculative agency
(representational “poverty”) that arrived with modiem, but which was —
over the course of the twentieth century — aband@meroute to the post-
modern impasse and the substitutiorspéculative capitafor speculative
thought. In this sense, and as gestures toward lestive, non-statist
“communism,” art and architecture might be desatibes forms of
intellectual capital en route “else-where.”

The essays assembled here cross the shiftingntesfahe last half of
the twentieth century, insofar as they also traafous movements out of
structuralism and post-structuralism into the imgliexit from modernist
and post-modernist nihilism. While operating at timit of a set of
discursive readings of this exit en route to soinetlor somewhere else,
the primary concern is to re-inscribe in art anthiéecture the futural terms
of the event as such (the One), not so much as deferred utopian
premises but, instead, as timeless or untimelysefiengagement with the
world (and worlds) that re-introduce and privilehe Real, versus the lost
causes of art and architecture in service to daj8tach an agenda erases
the unnecessary and the compromised limits ofrattaaichitecture to draw
a new limit that paradoxically limits the very nagwf the limit in such a
way that it opens all worlds to another world (onguous world). In a
sense, then, this book is an update of Aldous Hixl&he Perennial
Philosophy first published in 1945. For Huxley modern niifi originates
in the production of meaninglessness (forms of egipm and
psychologism), and by midcentury this complex, witand without, was
all but triumphant. Anti-capitalism is, thereforaeducible to its
preliminary, ahistorical form as a productive, meactionary evocation of
pure communism, something that is essentially algih’'s Other and an
evocation of the One (a world and a form of suljégtat once beyond
dualism and beyond all forms of ideology). The mégof capitalism and
statism, for Huxley, reside in the Reformation atite subsequent
secularization of that revolt. It remains for treader to decide if, since
1945, anything has changed in any substantial rmaanel whether
renascent forms of the Good (the One) are trulfasable.
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INTRODUCTION

THE“HISTORY’ OFART HISTORY

In Book IV of Thus Spoke Zarathustrédriedrich Nietzsche confers
two figures of speech with a simultaneity thattigking. The figures are
Midnight and Noontide, and this book (suppressetl a892) is rightly
the penultimate statement of what passegarathustraas an affirmation
of life proper.

Book IV was printed privately (in 40 copies) anccaiated secretly by
Nietzsche. It discloses what he considered thenessef Zarathustra
insofar as the higher men who come to visit Zarsttauin his cave seem
to represent the phases required to reach theioegdtnegation and the
subsequent double affirmation that is, arguablg,dperative intention of
the entire apparatus of this hyper-parabolic tale.

The figure of the Eternal Return of the Same hantlmnsidered the
central motif ofZarathustrasince the book was properly assimilated (well
after it was written). The long and tortured reaapt including outright
distortions, has only been more troubling in itprapriation over the
entire course of the twentieth century, albeitigyifes on both the left and
the right. If Zarathustrais the denunciation of the outmoded and the
traumatic announcement of the nihilist moment pacebence (the
negative critique of culture that leads to theraféition of a “Dionysian
monism”), what it announceithenis also what it announcemw. What it
affirms, however, is contained in the non-dialetipoetical confrontation
of Midnight and Noon. One finds in the last bookoam of closure to
dialectical thought proper and the conflation obtways of affirming life
— that is, an exit from a type of structural anomiiea chiasmus given to
Western rationality as such.

Here life is also history, yet not the history tie@usually constructed
as self-edifying discourse or justification by povier power as forms of
cultural and political hegemony. If anything, Nisthe's Zarathustra
exacts punishment on all such forms of historyarvige to power. What
type of history is then inferred and ennobled, imtvmany also see as a
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deconstruction of Western subjectivity, is the pawant concern of the
work.

Zarathustraannounces the arrival and end of pessimism (aihjlj
while affirming its ultimate limit in the image ¢lie Eternal Return. What
Nietzsche also affirms in the very last passageBowk 1V is “work” (his
work), and the necessity of the subject to quite sinEipscend itself. In
this scenario, life, history, and work are effeetjvelided or conflated,
and the idea of work also becomes the idea of thrl wf art.

What, then, is the “history” that confers uponart“art history”? And
what is art history? If art history is differenbfn the history of art, a view
of the prospectZarathustraannounced for knowledge comes into view.
Art is a form of history in this regard (as worldstorical event), and
“wanting nothing for oneself”’ is the mark of theiaal of that event in the
life-work of the artist. Andrei Tarkovsky’s filnNostalghia(1983) is in
this manner “Nietzschean,” as — in the film — thesftan poet Andrei
announces this very same sentiment in the opegiges, as he refuses to
enter a convent to see a famous painting by Piala d-rancesca,
preferring instead to remain in his state of “exgti the aimless wandering
that characterizes his actions throughout the eenfim. Here is
Nietzschean alienation personified and hypostatized

The history of art, then, is not art history. Arek t*history” that isin
art overflows its mere productive or cultural agenan explicit surplus
that denotes what moves through it (as history maékmough the subject).
This larger “canvas,” then, is life. The historyat is the gestural power
of Midnight conjoined or fused to Noon. Within tHermer is the
Dionysian spirit of creative power itself, and wviiththe latter is the
Apollinian will to power so badly misunderstood ew@nce Nietzsche
formulated this figure of speech as the foremosinmedo overcome power
(and alienation).

This other power moves in images, and if the EleReturn is the
primary image oZarathustrg it also marks the categorical nature of the
inquisition undertaken by Nietzsche of how worlds formed, deformed,
taken apart, and reconstructed out of thin air. Ekernal Return’s main
feature is its affirmation of the apparatus of [jfence the significance of
the word joy in Book IV). In all subsequent appropriations diist
immense figure of power (of creative repetition pewver, as Gilles
Deleuze has theorized) the so-called structurat lofyworlds collapses.
The architecture of worlds is no longer to be foumdiaporous forms of
ideology but, instead, in concrete terms givenh® production of life as
art. Life as history also returns the power takgrpbwer. In the case of
deconstructing power, the return of power becomemadoxically,
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intensely personal before it negates the subjedtaite again invokes
history.

Nietzsche has often been called a forerunner ofemmisim. If the
enemy of most totalizing modernist projects has &lsen the bourgeois
subject, it is axiomatic that this very subjecthe problem both for and
against power. The elusive, if not slippery consoaf subjective power
are, therefore, tantamount to the boundaries ofirthaest. To re-define
and restrict subjectivity has, as a result, been ghincipal project of
totalizing political and cultural projects.

Yet the bourgeois subject is not the abject subj#ot alienated
individual given to resentment and traversing werldonstructed by
power). In fact, the abject subject is the debdsegrgeois subject. As
such, the Dionysian monism of Nietzsche's immenseeiise vision of
power (embodied in the Eternal Return as overwhemiepetition)
resides as possibility within the bourgeois subjéttraising this subject
beyond his/her normative role as “slave,” yet tlgilouabjectivity,
Nietzsche also invokes an inordinate “rights of fas rite of passage.
For this reason, the bourgeois subject in art igelitale presence
throughout art history, and in the films of IngnBargman, Alain Resnais,
Chris Marker, Michelangelo Antonioni, Jean-Luc Gatjaand Andrei
Tarkovsky, for example, it is this very subjectie®ndition that is
presented as conundrum. In art proper, or in thekwb art traversed by
life and history, the very nature of the subjettines to an apparent hiatus
as subject — a type afétournemengiven to the work of art that engages
in the liberation of subjects from the Spirit ofa@ity (totalizing systems
left, center, and/or right). The Dionysian visios the vision of
spontaneous creation (not of personal utopias,obubsolute freedom
through creative expression). It is this negatibrtaptive subject that is
the outcome of the work of art. Life is not culturdnd history as
formative force operating within art is, after athe enemy of culture per
se. If power acknowledges and confers status uptiare, power in its
originary sense liberates art from culture.

The subject of art is not the bourgeois subject,the subject in any
sense of the word as it has come to be embeddgdyichological or
cultural terms. The subject of art is the so-calleghersonal agency of
history and life. The misadventures of modernismtt{lavant-gardeand
reactionary misadventures) have more or less proven that tie m
appropriation of this idea is related to the misadures of idealism
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(Nietzsche’s otherbéte noirg. In Nietzsche's case, however, it was
German ldealisnas ideologythat was the target of Dionysian monism.
The spirit of Hegel and the spirit of Kant, whilbagtly presences in the
latter half of the nineteenth century, yet reméai@ tain hurdles in the re-
assimilation of idealism today (the prime “missingigredient in the
passage out of nihilism and the necessary redefinitof the
subject/citizen).

As subjectof certain forms of art, the bourgeois subject idgaral
reference to the processes of art as it moves tbwar idealization of
those very processes that negate the subject ior faf/ that which
surmounts the subject — that is, ideality itseHisTprocess of surmounting
the subject is the true address of all idealizaticend, as such, abject
apparatuses of culture are also the prison-houstssospirit. If history,
life, and Spirit are to remain in a state of noedbbgical, non-statist
expression, the means of passage beyond calcifiedsvas prison-houses
requires the liberation of the bourgeois subjeat #re liberation of the
forces given to art that are the very means tolibhatation.

Gavin Keeney
June 26, 2011



PART I:

2002-2005

On arriving at a location, my first work is an unsgious act of seeing: a
walk. Then, slowly, after having decided on a foam framing my
concern, | begin to experience the conscious asteing. This is a magic
moment in my work, which | compare to a walk in foeest looking for
mushrooms. Vision is how completely focused. Itssaed looks for only
one thing. It is driven to capture one thing agaid again with an almost
unfulfillable desire. It is then that | begin to maer whether the building is
concealing something | may never be able to captuits entirety. Can it
be that the building has a soul?

—Héléne Binet






ESsAY ONE

A REFRACTEDHISTORY
OF THETWENTIETH CENTURY

The page contains a single sentence: “Underneath lie knew that one
cannot go beyond because there isn’'t any.” Theesestis repeated over
and over for the whole length of the page, giving impression of a wall,
of an impediment. There are no periods or commasamins, a wall, in
fact, of words that illustrate the meaning of tkatence, the collision with
a wall behind which there is nothing. But towartle bottom and on the
right, in one of the sentences the ward/is missing. A sensitive eye can
discover the hole among the bricks, the light gaws through.

—Julio Cortazar

Historiography, Formalism(s), and Critical History

In early structuralism (Roman Jakobson) there sxis theory of the
dominant — for example, the visual arts in the Fessance, music in
Romanticism — to which other forms conform/strigenterge. In modernism
the dominant is/was science — and linguistics, ilcture, sociology,
psychology, etc. attempted to produce a synthetigalem outside of/in
contradistinction to the humanities. This is thiaei/or implicit to Ludwig
Wittgenstein’s Tractatus which, of course, he abandoned after the
Russellian project collapsed.

In Russian Formalism we see the first moves towasgistem of signs
freed from semantic content. This is also why Rars§iormalism appealed
to the neo-rationalist architects of the 1960s &8@0s. The end game
however (Manfredo Tafuri’s idea of hegemony retog)i of formalism
was futurism, suprematism, constructivism, and fionalism — all more
or less new forms of architectural nihilism (seessleno Cacciari) at first

1 Julio CortazarHopscotchtrans. Gregory Rabassa (New York: Pantheon, 1987)
p. 370. First published in Spanish in 1963 and Bhglby Pantheon, in 1966.
Cortazar is invoking through Franco Morelli's theaf the novel an “else-where”
or “beyond” that exists here-and-now in the veryaicreative writing.
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and, then, new forms of architectural dogma. NE&ardyaev’'s suggestion
(via Fyodor Dostoevsky) that communism failed beeait was not

spiritual enough contains a suggestion that theamities and science are
essentially irreconcilable until systems are trtdpen” — hence Umberto

Eco’s anti-ideological concept of the “open workl’he mechanistic

worldview and the organic worldview are two mutyadintagonistic and

insufficient themes that plague philosophy and i¢ecture. (See José
Ortega y Gassé).

Russian landscape — the silent and primordial éguand gestures
lurking in the literature and art of the (lost)\&it Age (1890-1920) — gave
way to the slashing, machinic universe of agit-prayant-gardism.
Socialist Realism killed even that latter, mechimisorldview in favor of
heroic images of an always-deferred material amtirtelogical utopia.
Tafuri's utopic realm of the sphere — versus thikefaworld of the
labyrinth — was idealism pictorialized. In the figd realm of “structure,”
politics (and ideology) was momentarily bracketeat fre-prepared)
before redeployment. Hence, Tafuri favored — evgairest his own better
judgment — the meta-logical games of formalism@s af resistance and
criticality (and often, Antonin Artaud-like aestietruelty).

Lyricism returned in the 1950s thaw in Russiarrditere, and it is that
spirit, plus an intense inner working of the submgject dialectic, that
animates the cinema of Andrei Tarkovsky. LandscapeTarkovsky’s
world, is mise-en-sceénend it reflects, always, an inner condition, as d
the supporting apparatuses of architecture (oftémed architecture) and
the things of everyday life. Tarkovsky connects thtter-day Russian
aesthetic of the tragic to the pre-Revolution noysth of Russian lyric
poetry and literature.

It might be said that landscape retuimsvaves(in movements through
things), versus as an object or set of objects.eéology of signifying
forms is the meta-ecological model underlying diging chains. New
topographies and the renovation of the architectaspect of design
almost always prefigure a redeploymeme-g¢urfacing of repressed
content (other possible futures, or always alreddferred alternative
models). The ideological aspect of the aesthet&rgTEagleton) consists
of the mask that Tafuri considered the chief charétic of Gramscian
hegemony. In theory, this mask must be removed taedunderlying
content exposed and transformed to liberate counsngss (Demetri

2 José Ortega y Gass@pward a Philosophy of Historyrans. Helene Weyl (New
York: W.W. Norton, 1941). Re-published as a seceaition under the title
History as System, and Other Essays Toward a Riplosof History(New York:
W.W. Norton, 1961).
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Porphyrios). Thus, radical formalism comes and go#s here, and then
not here— as the diachronic history of architecture resehé diachronic
nature of signifying systems. Synchronic appliaagioon the other hand,
are typically applied to the critical-historical enations of philosophy,
history (art and architectural), and aesthetics.

Curiously, avant-garde modernist and late-modeantshnd architecture
share an innate anima toward the return of the odéd (Hal Foster).
Paradoxically, late-modern (or neo-modern) art amchitectures also
permit a selective return of certain forms of avgatde formalism — the
primary example in neo-modernist architecture ie fersistence of
varieties of purism and architectures of liminali@hre Whites, or the New
York Five) and minimalism. Blame Kenneth Frampton the New York
Five, if you will, but their collective position waan act of recovery and
renovation of principles buried in the avalanchegeheric modernism
after Le Corbusier. The so-called corporate modenrof the post-World-
War-Il period led directly to the crisis of the 186 Tafuri may have
denounced historiography as mythography, but atitibistory also
contains its own mythicizing subject (for examplbe architecture of
deferred utopias reaching back to the Renaissaiieis),other subject
perhaps present most powerfully in Jacques Deridancept of the Other
('autre). (See Tafuri on Leon Battista Albefji.

The problem well may be that architecture is inmlichegemonic in
itself — as it almost always denies ground. Its awrsion of hegemony is
built into its reliance on materialization and tieehnological spirit. It is
this latter thing that emanates from within hegemmas a form of
positivism that takes no prisoners. This primanyeuwithin architecture is
the place where architecture is overwhelmed androgpiated by
conventional/instrumentalized forms of everydaydragny. The age-old
architectonic of metaphysics underwrites this dmgplof hegemony.
Deconstruction is but one way “through the mirrahbugh not quite a
“way out.”

Machine-age romanticism pervades modern architecflihis is the
“machine-ate-the-garden” syndrome. It is prefiguireslVilliam Blake and
Henry David Thoreau and problematized by Leo Mard proponents of
the industrial sublime. The hegemonic aspects @hitacture crush
landscape, its most obvious other, whenever its pr@gious autonomy is
threatened (and thus, too, Derrida’s meditatiorthenimplicit violence in

3 See Manfredo Tafuri, “Discordant Harmony from Affbeto Zuccari,”

Architectural Design49, no. 5-6 (1979): pp. 36-44. See also Carla Keian,

“Manfredo Tafuri: From the Critique of Ideology kticrohistories,”Design Issues
16, no. 1 (Spring 2000): pp. 3-15.
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the construction of ipseity versus alterity, sdlfttee expense of not-self,
and hence Raimund Abraham’s admission that theduotsof architecture
is to make a mark, inscribing a violent rupturenithings). This is most
evident in urban environments. This aggressive reutty issues forth
from architecture in defense of its hegemonic statutopian or otherwise.
The avant-garde is complicit in this handing ovér apchitecture to

everyday hegemony insofar as it abdicates its respility to prevent the
collapse of free consciousness into new empty fofmesw masks).

Clement Greenberg’'s “Towards a New Laocotn” (19gfceded the
hegemony of abstract expressionism and set the $taghe 1960s revolt
of conceptualism and minimalism. G.E. Lessingamkoon(1766) simply

countered the late-Baroque concentration of the srtdematerialized
spiritual form by placing limits on literary andagstic art forms. Heinrich
Wolfflin produced an art history without names tlstentially took the
synchronic approach to reading form to a new l@fetystemization by
way of psychological precepts. His gift was absdrbeto Russian

Formalism by way of symbolism and then futurism.isTlabstract

approach to mining history came to an apotheosstructuralism (by way
of Ferdinand de Saussure), and was undone, inliyrpost-structuralism,
in which case the diachronic political critique pdst-Marxism extracted
maximum revenge on the tyranny of the signifier.

Today, we see the advent of a deterministic viityidan almost-new
vitalism) that impregnates everything with the stmeming sign of
nothingness. This nothingness — the ultra-deplstethce of things — is,
paradoxically, valorized as the most prescient @fditions, as the late-
modern subject is primary presented as a void ali and virtuous
nothingness). This renascent nihilism suggestsatdititecture has grown
weary of its complicity in hegemonic orders and bésted, instead, to
play, versus resist. Such a strategy also sugtestshe flotsam or debris
field of architectural deconstruction has openedhgpdiscipline to purely
instrumental and ad hoc games played from ‘“insigethitectural
production — that is, within the folds of informati and data that
produce/impress the architectural image as wehasrchitectural object.
As the shimmering architectures of the demategdlizsubject are
increasingly realized asactual cultural fabric, the anti-ideological
ideology of “total flow” might be expected to reveiself. That this
pluralistic, negative ideology has arrived out ofdaconstruction of
previous ideologies is fully consistent with theura of the production of
architectures. What is curious is the maelstromingbrporations that
occur in the intertextual apparatus of architedtuvatuality and
dematerialization. As the architectural object nowdoser to a field
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condition in and of itself, a wide array of prevabyirepressed material is
folded into the matrix. This new “ecology” is, iadt, a form of psycho-
social reconditioning — and the incorporation & itiea of “landscape,” as
figure or fold, suggests a possible way out of tegerministic circle
inscribed in the generation of purely syntheticatimnments. This way
out isthroughthe proverbial hole in the wall of the architeedumage —
the “cracked” and “broken” surface that only apgesmooth. A possible
re-inscription of depth is in and of itself predisgd to return “landscape
+ architecture” to its place in the creative comstion of consciousness.
This concept of depth approaches Martin Heidegdetsning ahead to
meet the past,” and, as a cipher for the produatiotimeliness, such an
approach precludes complete immersion in the dstribf over-
determined, collapsing systems and/or the sedydiematerialized field
of flows and vectors. Despite the scintillatinggmace of surface, at some
point the issue of architecture’s ontological grdunust be formally re-
addressed. Hence architecture’s indexicality ared imbplicit role as
cultural and post-cultural “archive.”

For Derrida, the future itself has a future . .hu¥ the wheel rolls on
and on, turning over and over, crushing incomplsthool after
incomplete school. The provisionary nature of farraking is revealed in
the process — and the essentialist worldview wislioh processes escapes
unscathed to return another day as another attempach the ontological
ground beneath our feet and some form of synthesis,as Walter
Benjamin proclaimed, “The Coming Philosophy.”

Architectural Horizons: Time Not-ltself

The possibility of access to history is groundethim possibility according
to which any specific present understands how tdubgal. This is the
first principle of all hermeneutids.

—Martin Heidegger

Upon disposing of (setting aside) the achingly tiéawphotographs of
so-called natural landscapes (the Sierra Club iYliamd the glossy,
romanticized vernacular images of working landsesaféhe National
Geographic idiom) — or first and second nature & aincling this same
window on the world (photography) in search of stiimg moretimely
(third or “fourth” nature), the image of the sulijebject dialectic reappears

4 Martin Heidegger,The Concept of Timetrans. William McNeill (Oxford:
Blackwell Publishers, 1992), p. 20. Lecture dekketo the Marburg Theological
Society in July 1924.
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through the agency of the putative autonomy ofpthetographic work of
art. (See Aleksandr Rodchenko, Edward Steicherédliftieglitz, Henri
Cartier-Bresson, Hilla and Bernd Becher, Josef ktital)

The sense of time not-itself provided in Heideggé®24 lecture “The
Concept of Time” pushes toward the foreground enwarious worldviews
contained in photography — whether the socio-pality charged works of
Magnum or the extreme, aesthetic ambient landsoafpKarl Blossfeldt,
Michael Kenna, Geoffrey James, Balthazar Korabs @ltchitectural and
fashion photography in general. Closer to the psgiof modern
photography, the work of Steichen, Walker EvangjdRenko, Man Ray,
Josef Sudek et al. picture thkan vital (Roger Caillois’ inertia of thélan
vital) — the inner history — of photographic subjectivihrough an
apparent objective apparatus; an apparatus thaegrm the end to be
mythic, versus empirical. These early progenitofsthe photographic
aesthetic meld the expressionist, constructivist] aubist affects of an
inquiry into form and the interplay of object aneld, the latter most often
portrayed as shadow or tenebrous void out of whitierge the forms of
life (often as vestige, phantom, and/or fragmemf)ued with momentary
auratic, if not symbolic, verisimilitude, only tade into the fixity of the
frozen image. Hence two forms of darkness are sigde . .

In architectural photography (Sudek, Ezra Stollalius Shulman,
Marc Llimargas, or Héléne Binet) and fashion phoaphy (Helmut
Newton, Richard Avedon, Steven Meisel, JuergenefeNick Knight),
the concept of trace and vestige moves to a neel lefs significance,
productivity, and seductivity in the suggestivet ywborted, narrative
content, landscape (urban and otherwise) often igiray a telltale
(palpable) intonation or adumbrative depth sugggstia deferred
grounding of abstract (dematerialized) desire msconption, appropriation,
expropriation, and photogenic simulation; that isrious forms of
reappropriation. That such aesthetic precepts hatier burrowed their
way forth in the present-day image of architectthrough computer-
generated simulations is, therefore, no surprise.

In the photographic expropriation of landscapeaid of itself, the
image of constructed ground (space) — whether gardeities, parks,
cemeteries, airports, etc. — supports subtle bisigient themes consistent
with the production of an elective, versus enforchdgemony. This
surplus hegemony is elective insofar as such cistantes are either
avoidable or generally out of reach. The naturdimk, as relative to
environments and variable milieux, and as depidtedn imagery that
selectively edits/represents cultural values (euse and implicit
historicity (timeliness), or that which asks “hovirames and enhances the
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authorized and unauthorized perceptions of culttmalitioning; that is to
say, the emptiness of the typical modern architatimage is an elective
minimalism, as are the polished products of thessens and seductive
editorial pages of glossy fashion magazines th&nofppropriate and
“restyle” classic, Baroque, and modern landscapelegs asmise-en-
scenesupporting the dream-state of haute-couture fasai@ design (for
example, the editorial pages ¥bgug. Indeed, such fashion statements
operate within the world of photography as an excés type of
hallucination) glorifying the scenographic and peged places and
attitudes fnodus vivendiidentified asde luxeand or elite in the rarified
upper reaches of society, a class-conscious priotiuat cultural identity.
In turn, a titillating noirish under-/over-world suggested in the extreme
and phantasmatic imagery that is folded into suamimative fashion pages
(for example, Newton and Teller) as an image ofeestgance, decadence,
and an excess of “success” (freedom through mockldge). This latter
imagery substantiates the ineluctable charismahefurban chic and is
present in diverse forms, including the presentaticaphics of present-
day architects and landscape architects (per thed&ists, a colonizing of
the unconscious mechanisms of desire).

The ageless, immortal landscape that stands jusideuthis frame
(process) of forceful or frivolous “acculturationds a “timelessness”
within timeliness, in turn, supports the indeteraten nature of the
authorized/unauthorized activities of the elites troyeur, the flaneur, the
aesthete, the connoisseur, and the so-called cogmibgashionistay— an
explicit confrontation/clash of the microcosmicpmoclastic architectures
of the heterogeneous with those of the everydaydwair the hoi polloi.
The macrocosmic image — the wide world — ofteneigldyed as a spectral
other and supports a synoptic, panoptic returnrédepnatural and natural
vectors of consciousness ostensibly outside hégtbrtime and its
proscribed, constructed ground. Landscapes of timmopdial ground
condition and re-insinuate the elemental dialectcself and ground
through a social and aesthetic reductionism to ifisienor unalloyed terms
consistent with the concept of wilderness and piity. (Hence
Derrida’s and deconstruction’s attempt to foredtadl re-naturalization of
blind metaphysical assumptions and precebt3he structural and
operational terms of such groundings are built upf@innate aesthetic
allure of things archaic and/or of a radically ¢ogént “nature.”

® Re-naturalization here is configured as the sensestoration of the One in the
Many and the One as/in the Good, insofar as thed@temporal and the One is
transcendent and immanent, at once, or, essenta®mporality within
temporality.
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“Landscape + architecture” appears, then, as euwspended in the void
between Blaise Pascal's two infinities, suggestingturn, the primary
somatic substance within all architectures.

The production of time (timeliness) — as time hasbstract reality, as
such, other than the neutral concept of timelessnds as often a surplus
as an intentional affect of design. The promenamteh{tecturale and
cinématiqug the cemetery or park as heterotopia (see MiEbelcault),
the cacophonous urban bazaar and street, the tnplieodoxy of certain
styles and modes of structural landscape — histioidiachronic) and
trans-historical (synchronic), or “isms” of varionsders — all effectively
produce fictionalized forms of time bound up withan system of
inferences and discursive structures that are botitealed and masked
(see Tafuri, Fredric Jameson, and Mike Davis),lakeggemonic systems
construct a surface to which things are projecbedhe latter case — for
example, in the synchronic plenitude of avant-gdaenalisms — much
modernist landscape is complicit in the spuriousflating of the timeless
and the timely, primarily through an extension efiality and cinematic
aesthetic strategies inconsistent with unmaskingwentions and
undermining the everyday (default) mode of the pobidn of time and
space. It is the putative production of authentitlitat motivates the avant-
garde (“every new age requires new forms”), throulgh agency of
Zeitgeist or episteme, while almost always the afpez forms are re-
absorbed into a new conformity. The bricolage dftpnodern landscape
and architecture, or the pop and minimalist langesaf the 1980s avant-
garde, is, thereby, directly implicated in the dépw of landscape
architecture to a type of brinksmanship, versusathentic rewriting of
the codes of everydayness. This denial takes IhaHtarm of ahistorical
games and faux avant-garde agitation (art-houseopations, installation
art, etc.). It is the polar opposite of the utiiiés@ and pragmatic (often
conservative and reactionary) modes utilized bystaus quo. In most
cases the faux avant-garde and the pragmatic atk fawile and
instrumentalized representations of landscape afacgy intentionally
glossing or bracketing cultural and intellectuaptite troublesome and
pernicious forms of ideology, and introducing aeypf determinism by
way of formalizing contingent systems. In other dsrthe “how” is
endlessly supplanted by the “what.”

The legendary fixity of images (see &islav Nezval and William
Butler Yeats, both nominally Symbolists) is a risfally ancient problem
in aesthetics, while the structural and continggestures of design and
representation betray or conceal this concept,fansas they produce a
product or condition, versus a continuum. In theecaf the production of
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a continuum, time is portrayed through a dynamét,tgmporal, synthesis
(syrrhesis) of structural and ambient forces — amangecology of
signifying factors (images, signs, forms, functiptisat imply, as well as
access, a vast otherness within, beyond, aboveelow the constructed
ground of image/place and image/time. Rote fixibflapses under such
immense pressures and time opens up to other ttmesher horizons, the
nature of time itself (implied historicity) forcetb the foreground or
gesturing wildly in the background. In-between, afthalways, remains
the subject (the proverbial, metaphysical, irredigcimiddle ground)
situated at the crossroads of vertical and horaamtes x, y, andz (the
conventional coordinates of constructed spacepoepl by “fourth” nature
— “fourth” nature being the very image of beingsublime portent for the
cipher of time not-itself, or time as the provisirfield for the non-
ideological unity of things. Here the specter o thme-crucified subject
looms large against the primordial darkness ofatwhaic imaginary (an
apparently archaic otherworldliness and/or nothésgras ur-ground).

The Fusion Thing: “Total Flow” or Nothingness?

There existmute edifices — constructions and lodgings; and thediste
edifices that speak; but there are others stilhg-they are the most rare —
which sing®

—Massimo Cacciari

The historical, diachronic interplay of “landscapearchitecture” in
modern architectural production is/was at timedséoomarypas de deux
while at other times an anti-visionatjanse macabre (danse mécanique)
In the latter case, landscape (milieu, ambiancd, gnound) is eclipsed
and/or flattened in the strenuous and sometimealiglie (utopian) siege
represented by high-borne modernist formalismshtecratic, positivist,
pragmatic, and programmatic). In such scenariasideape became an
almost nothing, not by design, but by proscriptietimination, and/or
abstraction. In this essentialist project, landsclapcame denatured space,
returning only later as “ground.”

5 Massimo Cacciari, “Eupalinos or Architecture” (098in K. Michael Hays, ed.,
Architecture Theory since 19§8ambridge, MA: MIT Press, 1998), p. 399. First
published in English inOppositions21 (Summer 1980). Also published in
Massimo CacciariArchitecture and Nihilism: On the Philosophy of Mo
Architecture trans. Stephen Sartarelli (New Haven, CT: Yaldvensity Press,
1993).
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In the somewhat delicate, often lyrical, case of ffas de deux
landscape is situated at the elective nexus ofpatetrating systems
(architectonic and environmental fields), as intedmate condition, or
simply noted, in passing, as a surplus value inmated into the
development of the architectural object by juxtajgms. The extension of
architectural elements into the near landscapbanatork of Frank Lloyd
Wright, Alvar Aalto, or Carlo Scarpa, and the peatdn of the building
by so-called free-flowing or layered space suggettts classical
disposition of positive and negative, solid anddv(ihat is, topology), and
the articulation (if not transformation) of arcliteral forms to fully
synthetic forms in the rare instances when landseaq site impregnate
architecture with a prescient, auratic “interictignd/or formal radiance
that plays out in an explicit synthesis of vertiigghnd horizontality — as
in early modernist villas — thereby picturing thentingent, material
conditions for architecture’s emergence. The moshaterial aspects of
ambient environmental factors — the play of lighdasshadow — often
provide architecture with an archaic uncannineas(amental timeliness)
that is purely ephemeral and, most usually, unitéen(purely incidental).
Tadao Ando and Steven Holl are masters of thisiglpenomenological
genre, while others (Frank Gehry) simply acceptitieeitable “patina” of
building marked by time. The mutable materialityaoéhitecture supported
this embrace of the ambient, as glass curtain vaail$ metal cladding
became ever more common and dematerializationsr@etin the genre,
noted explicitly by the Museum of Modern Art's 199996 exhibition
“Light Construction.” Dan Graham’s mirrored paviti® play wonderfully
with this omniscient quality of glass, doubling fiedd of vision such that
the very field of representation breaks down intprismatic and often
kaleidoscopic universe of shards, filters, and sag@ositions — the effect
entirely dependent on the setting of the obje¢h@landscape. This latter
dematerialization invokes the concept of “totalwfloand the tendency
toward objectifying surface at the expense of depth

Outside of this cyclic, accidental, and discontinsicemergence of
sublimated aspects of architecture’s implicit grbum third order of
symbolization and abstraction is to be found tlegresents a preliminary
and provisional synthesis of subject/object retatie that is, most often a
figurative symbiosis builtinto form and described as the gestural or
sublime fusion of “form” and “content” in sculptuand the hybridized
field of land art, most especially, where discuesiorders are stripped
away and an elemental, generative, and formal esgaesses forward. In
the case of art, and its near-automatic assumpfioconceptual autonomy,
the works of Isamu Noguchi and Robert Smithsons phe avalanche of
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land-art inspired landscape architecture after 1B60s, re-present the
archaic and liminal nature of almost-first natuperbaps “fourth” nature)
through hyper-sensual manipulations of form andesgntiment, if not an
acclamation, of pre-linguistic forms and seminalustural operations,
versus aspects of full-blown discourse or discisiythe full-fledged
signifying agency given to language games progdere, timeliness is
reduced to an iconic presence tipping inexorablyward absence
(timelessness). These liminal measures most ofsde the form of
excavations or insertions (interventions) thathatleast pretend to rewrite
the codes of occupying or mapping presence. Thie tyf “deep-sea
diving” comes in many forms and is not limited teetdelineation of art-
in-the-landscape, or art-as-landscape. The coriasard-driven nature of
such expression is primarily poetic and is foundaihof the arts. This
archaistic jouissancedeliberately invokes the ontological ground as a
place “before” —preexistent to- the emergence of the imaginary (the
phantasmatic world of doubled and/or tripled iritezd) and the symbolic
(the so-called fallen world of the abject signifiefhese figures play in
the dust of the Self, seemingly before the ememgesfcthe ego (and
superego). Such fictive gestures also act as amasodor the extreme
interiority of works of art and architecture prito their deployment as
cultural signs and tropes (figures of speech andght). In the process of
stripping away the detritus of signifying chainsgidied and/or fossilized
modes of expression and discourse), such manewsle the same
ground repeatedly. The eventual collapse of theatipe figures of near-
speech simply occurs as the work vanishes intoatmeals of art or
architectural history. The dissolution of many ofchkel Heizer's and
Smithson’s remote works matters hardly at all givbat they were
intentionally situated in a mythicized “wildernesa$ a strategic critique
of the production of modern art and the machinatioh the art world.
Thus, to thoroughly work through fragments, afteriidia, is often a more
profound recovery of the spirit of a work (a timépn to dive into the
entire output of an author. Perhaps here is W8leatjamin’s fascination
with ruins, as well as his desire to constructa éatirely from quotations
(as in the case of the unfinishBdssagenwejk

From 1930 to 1960, the time of the emergence oh-higdern
architecture (and the International Style), langscavas effectively
subjugated by the ordeal/onslaught of hyper-strattand technocratic
instrumentalities — cultural, political, economémd otherwise. The image
of techno-utopian architecture and the architeglassy man accompanied
the last hurrah for pseudo-messianic modernism. fAigk-architectonic
was at best complemented by neutral ground/lanéscafien tawdry
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“ground”), thoughmost ofterground/landscape was “locked away” in the
spatial assault of low-formalist and high-functitistaorthogonal systems
— or, super-functionalism. The amalgam that camebéo known as
corporate modernism, and which was typified by Mies der Rohe’s
transcendent glass office towers (set upon prispodiums), is/was,
according to Cacciari and Josep Quetglas, the paifcation and
secularizationof the certain abstracted aspects of sacral acthites past.
This “classicism” (or classic modernism) masked thégins of the
modernist experiment in socially self-conscious exkpents in form-
making — for example, Mies’ problematical Berlinrjpel — and became
hypostatized in the omniscient and omnivorous greduction of sterile
corporate architectures. Most midcentury modermdaape architecture,
following suit, adopted the dominant visual codegebmetricism and the
architectonic logic oplan libre as the spirit of the age, overthrowing the
last vestiges of Romanticism, post-Romanticism, edlate-Olmstedian
picturesque. The latter continued well into the +migntieth century
transposed into the form of national parks andrétéée transportation
systems. In the case of the exemplars of modemistape architecture
(for example, Dan Kiley, Garrett Eckbo, ChristophBunnard, Hideo
Sasaki, and Peter Walker), an attendant minimaléesqpressed in rampant
seriality and typological reduction) secured thecomemodation of
landscape to architecture, albeit through subjogataind abstraction.
Antoni Gaudi, Roberto Burle Marx, and Luis Barragdm the other hand,
appear to represent unique expressions of criegabnalism before it was
characterized as such by Frampfon.

After the 1960s, as the hegemony of abstract ptanmind object-
oriented modern architecture increasingly fell inttisarray (and
disrespect), various alternative visions emergedgsdide post-modernism
(after 1968) both reviving and re-negotiating tlduage of generic
historical form and the geometric and material egpions of late
modernity — modernity being measured, to paraphdesmjues Lacan,
“from the Renaissance to the so-called zenith eftitentieth century.” In

" Bracketed, herein, is the entire section of faagtpist, pop, and vernacular
architectures from theorists such as Reyner BantRobert Venturi, Bernard
Rudofsky, J.B. Jackson, and Christopher Alexantdethe late-modern syncretism
of “everyday” and new-urbanist fantasies. In theecaf Banham, machine-age
romanticism had its Second Coming. In the caseef Nlrbanism, typologically
driven post-modernism returned in the form of acele code. The “classicizing”
aspects of New Urbanism, however reductive, rendbameen enough to absorb the
experimental, alienated architecture of Aldo Roasiywell as certain aspects of the
critique of urbanism associated with the TendemzhEuropean neo-rationalism.



