
 Non-Construction

Note: Pivot your screen, let your head be turned,  
or rotate pp. 49 to 101 by 90°, pp. 102 to 156 by 180° and  

pp. 157 to 183 by 270° clockwise.
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PHILIP URSPRUNG

An E-mail during Lockdown

In the midst of the lockdown in Switzerland, Ronny Hardliz sent me 
an email. He invited me to contribute a text to his book. Not about 
his work, but about something I was doing. It would be nice, he add
ed, if the text could also reflect on concepts such as ‘shock’, ‘suspen
sion’, ‘strike’, ‘deterritorialisation’, ‘destruction’, ‘alternative’, ‘excess’, 

‘appropriation’, ‘exit’, ‘derogation’, ‘advancement’, ‘emptying’, ‘rejuve
nation’, and others.  

This outline of notions is typical of Hardliz’s proposals. It  reminded 
me of his texts, lectures, and performances. They are always un ex
pected and unpredictable. And yet they do not seem arbitrary. He uses 
concepts not as definitions but as tools. In his hands, concepts do 
not fix meaning, but set meaning in motion and make it work,  going 
from hand to hand. 

When I got the email, I was in the middle of a sabbatical, writing a 
book on Joseph Beuys. The lockdown was a good condition in which 
to write. No travel, no excuses. On the other hand, the crisis was a 
shock, and it functioned like a mirror. Was it appropriate to write 
an art historical book at a time of urgency and emergency? Did the 
rapid change happening affect the way history is conceived? Could 
I keep the suspension and maintain the attention by the readers in 
a situation where everybody was looking elsewhere than at muse
ums? A voice like that of Beuys was missing. There was no artist who 
could make themself heard and, for instance, support the museum 
personnel that went on ‘strike’ to fight against the layoff. There was 
no voice that could warn loud enough about the ‘deterritorialisation’ 
of cultural practices in the wake of the lockdown and warn about the 
‘destruction’ of a fragile network of cultural institutions in the eco
nomic crisis. Was there an ‘alternative’ at all? Weren’t many people 
secretly applauding that the end of mobility put an end to what they 
had considered a social ‘excess’ anyway? 

But this also demonstrated the importance of the works of Beuys 
for the contemporary situation. In fact, there is much  appropriation 
of his practices, such as the social sculpture, in the contemporary 
 dis cussion. He demonstrated that there is no such thing as an ‘exit’, 
but that art needs to be in the center of society. In the current con
text of ‘derogation’ of rights and norms, the inherent conservatism  
of Beuys’s art remains relevant. His art is a plea for revolution and 
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 ‘advancement’. It is never about ‘emptying’ traditions, or hollowing 
out values. It is about construction and change and ‘rejuvenation’.

Ronny Hardliz’s book and mine are being published at the same time. 
I am glad that he wrote me the email. It came just in time.
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Instructions for Use

No one can say without being comical that he is 
getting ready to overturn things: He must  overturn, 
and that is all.
Georges Bataille

No poem is intended for the reader, no picture for  
the beholder, no symphony for the listener.
Walter Benjamin  
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Introduction

‘I am going to draw a tattoo on your arm,’ my then fiveyearold daugh
ter said, pointing a thick black marker towards me (fig. pp. 104, 197). 
This was when I was spending more time at home after the car ac
cident I had with my Volkswagen T3 Multivan (see  cover). I  decided 
to have her drawing tattooed on my arm as a way of documenting 
this moment. It marked an exit from the academic  aesthetics of the 
Ph.D. I was in the middle of then. At once there was another prac
tice involved. It was free and related to many aspects of my work, my 
research, and my history. Nevertheless, the new practice was poten
tially discursive and allowed a practical discursivity to speak in its 
own right as a fullfledged part of the work. 

The tattoo made it possible to use art practice as research prac
tice without the need of mediators. It marked a rupture that led to 
more intuitive and inventive practices. The tattoo raised questions 
about the inheritance of my daughter’s talent, but also about the in
heritance of traumata that may be associated with it. Such questions 
of inheritance could have led to an artistic exploration of the history 
of my ancestors. Instead, I decided to undertake a research journey 
through Israel and Palestine in February 2016, imagining this as a 
fictional going back to my roots.

Given that a tattoo drawing consists of many small  shallow 
holes in the skin into which ink is injected, my sculptural and per
formative art practice of digging holes can be interpreted as a prac 
tice of drawing. Consequently, digging one single hole is the most 
reduced possibility of drawing. The privacy and intimacy of the tat
toomoment with my daughter also reconnected my practice of filmic 
documentation to my father’s passion for amateur Super 8 filmmak
ing, a passion I have witnessed, shared, and inherited. 

My daughter’s marking may be interpreted as a form of reversed 
inheritance of talents and traumata. I never met my grandfather. Sup
posedly he was a talented draftsman. He owned and ran several book
binding factories in Prague before the Czechoslovak Communist 
Party confiscated them after World War II. My grandfather’s talent 
marks my daughter’s drawing. It has passed from my grandfather to 
my father, to me and to my daughter, through my own body back onto 
my body as the tattoo: it is an indirect signature of inheritance. I am 
marked by an inheritance, one that is indirect through the y o u n g e r 
generation: a reversed inheritance. Such drawing and digging now 
clear the research territory for an archaeological research practice 
linked not to scientific methods and objects but rather to a drilling 
art practice of graving, graves, and gravity. These issues concern life 
and death rather than knowledge. 

1918



I could ask what were the entanglements of my family with the 
machinations of the German National Socialist forces occupying 
Czechoslo vakia during World War II, or if there are, conversely, sub
surface Jewish roots in my family. Instead I decided that this research 
should not lead back to roots, to my ancestors and how they interlock 
with those historical issues that touch everyone in the West today. 
No, the research should lead f o r w a r d  to roots. This is a specifi
cally artistic use of inheritance. The staking of my  personal life and 
history in research allows for invigorated steps to yet unknown ter
rains, which meet current urgencies that seem to have nothing to do 
with my past. Yet, related to the potential past of the tattoo, a past 
that is yet to come, current urgencies attain a potential for alternate 
readings. Therefore my research travel to  Palestine and Israel may 
as well be seen as a journey to my imagined Jewish or Muslim roots. 

While my father’s passionate Super 8 filmmaking might be in
terpreted as a step forward, that is, a step away from my grandfa
ther’s passion for drawing forward towards filmmaking as an alter
nate form of drawing, my own step towards architecture can be in
terpreted as a step forward that retraces a genealogy from making 
graphs towards making cavities and unhinging gravities. This step 
points to a further set of practices of making. The tattoo gives per
mission to become active, creating new critical architectural ges
tures and new forms of culture.

The present book, which I have also called the C i n e m a  B o ok , 
and the C i n e m a  C a r , depicted on the book’s cover, jointly con
stitute the containers and vehicles of the present body of work. They 
may be viewed, read, and experienced together or separately. While 
it is easy to get hold of the book, this is more complicated for the 
 Cinema Car. The book is multiplied and disseminated widely while 
the  Cinema Car, though mobile, is fixed to its inescapably unique 
body. In this sense, the book may be seen as an echo of the Cinema 
Car. In a way, their relation is comparable with that of Narcissus 
and Echo — in Gayatri Chakravorty Spivak’s words: ‘Narcissus is 
fixed, but Echo can disseminate’ (2013, 239). It is important, how
ever, to point out that an echo only seems to repeat sounds. Rather, 
the constellation of Echo and Narcissus is one of simultaneity. While 
 Narcissus speaks, Echo echoes. Instead of repeating, Echo propa
gates, or indeed disseminates Narcissus’s expressions, although nev
er in a pure way. Echo is always disturbed, distorted, contaminated, 
manipulated. With regard to this nonidentical  inseparability, both 
the book and the Cinema Car are uniquely fixed sites or bodies of 
selfexpression as well as impurely propagating echoes of each oth
er. They both speak as gestures in their own right, but at times they 
take words, images, or gestures from each other to make them speak 
in their own right too. In this sense, the point of the text is entirely 
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to write as work and not to write a b o u t  work. The book echoes 
the cinematographic gestures of the Cinema Car by rotating its text 
through 360°. It uses discourse as a critical spatial practice. Equally, 
the Cinema Car never illustrates but works with space as a critical 
discursive practice. 

Recapitulation of Proceedings

When I started my Ph.D. studies on the architectural in my art prac
tices and my artistic research, I asked myself if the practices at stake 
were really those I was practicing at the time. Should I not,  rather, 
consider the practices of studying as related to the Ph.D. on which I 
was about to embark? Is not the practice of studying as one’s main oc
cupation the practice at stake in a practiceled Ph.D.? Shouldn’t the 
first question be, then, what it is to study? Taking such studyprac
tice as one’s art practice and as the starting point of reference and 
principal mode of enquiry defines the study as a reflexive practice 
from the start and allows taking the study itself as both the method 
and object of reflection. 

From an architectural point of view, the s t u d y  is not merely 
an activity but it is also a building type.1 This understanding allows 
the introduction of one’s practices — architectural art practices in 
my case — as a practice that is not exterior to the study as if it were 
a distant object to be studied, but rather as the architectural art 
 practice of studying. 

Studying, from then on, is not just the academic practice of 
studying: it is, in addition, a s p a t i a l , architectural practice of study  
ing. The lack of distinction between studying and the study as ar
chitectural art practice creates a problem with regard to  academic 
conventions as opposed to properly artistic methods. Although it 
seems clear that the very creation of this indistinguishability is a 
 proper artistic method, it has to be asked to what extent discursive 
art practice distinguishes itself from discursive practice as such. 
Discursive practice — as the supposed contender of contemporary 
art — offers a major terrain for the exploration of the indistinguish
ableness  between studying and the study as architectural art practice 
along language, speech, and writing. 

Nevertheless, this liberation from the need to distinguish of
fers another base, of which the main characteristic is openness. This 

openness is not arbitrariness. Decisions 
are taken on criteria but they are not 
taken to achieve something. Rather, they 
are taken to work out where these deci
sions lead. 

1 The modern study emerged 
from the shift of medieval  
conservation of scripture in 
monasteries to the  mercantile 
economy of knowledge in the 

Renaissance, evolving the 
monk’s cell to a separate piece 
of furniture or small room, the 
studiolo, in a private palace or 
house. See Liebenwein 1977. 
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Obviously, documentation must be an essential part of any re
search that questions itself (a research of questioning, of questions 
rather than answers). However, even documentation is a contingent 
part of the complex practice of studying, and therefore an active and 
integral part of the exploration of studying. Documentation opens a 
gate to visual and haptic forms of perception that distinguish them
selves, at least as a first declaration, from the conceptual and lin
guistic determinations of discursive practice. Following the logic of 
the study, documenting can be used to determine discursive practice 
anew as a visual and haptic practice, rather than maintaining its dis
tinction from it. What such documentation does to research and how 
it can be employed become essential questions. 

My aim — once discursive practice is established and explored 
as an architectural art practice of studying — is to integrate any 
mode of architectural art practice as discursive practice, in terms of 
 s p a t i o  d i s c u r s i v e  p r a c t i c e .  The move is, first, reductively 
inwards into an architectural art practice as indistinguishable from 
discursive practice, and then dispersively outwards into a discursive 
practice possibly indistinguishable from any architectural art prac
tice. The first move — into discursive practice — merged my art prac
tices with the question any artist embarking on a Ph.D. confronts: 
the meaning of such a study for art practice. The second move — into 
a form of architectural art practice as a critical, material, and spatial 
discursive art practice — invented an original practice of studying. 

Filmic documentation has played an essential role in this pro
cess. The decision to work with film is rooted in the filmed practices 
themselves. Digging a hole with a pickaxe in one hand and a camera 
in the other documenting the digging is common practice for me. 
Filmic documentation expands or blurs the site of the artwork. 

The novelty in this practice may be explained by a shift of the 
centre of gravity in the relation between the work and the document
ing camera. The focus is on the moves of the medium and followed 
by the action (i.e. actor’s moves). That such action does not become 
obsolete or inferior, but on the contrary has the potential of filling 
 empty moves of a given medium with meaning, must be understood 
as an elaboration of a useful determination of n o n  c o n s t r u c t i o n.

Through the attempt of such a determination of nonconstruc
tion my practices have changed. I offer this and its telling by means 
of this book and the Cinema Car to those who respond to it and make 
use of it. 
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Research in Chronological Order

On ‘Art: The Study’ What is the practice at stake in research 
of which p r a c t i c e  is a major component? What is the difference 
between an artist’s art practice and research practice? What does 
it mean specifically for an a r t i s t  to engage in such a research?  
To paraphrase Bruce Nauman: if I was an artist and I was in research, 
then whatever I was doing in research must be art. For the section 

‘Art: The Study’ I began with methodological questions of this kind. 
They engage with art practice or artwork in terms of ethos; that is, 
in terms of how things are being done and of the specific habits and 
uses involved. 

From a technical point of view my art practices are situated in 
the transdisciplinary field of art and architecture, opening a  hybrid 
operational field. Drawing on my professional architectural back
ground, I engage in architectural questions through the use of my 
art practices, and I engage in questions related to art through the 
 usage of my architectural experience. The architectural base of my 
art practices generates a field of research that operates in artistic 
modes reflecting the field of art from an architectural perspective; 
it allows inferences about architecture from an artistic  perspective. 

Which practice does the study relate at the  moment one’s main 
practice becomes studying itself, and how? Intuitively, there cannot 
be a separation within one and the same person, between  research 
practice and art practice, between the practice of studying and the 
practice of being studied. The only way to engage in stud ying one’s 
own practice is to use the practice of studying as one’s own practice 
by means of one’s own habits, uses, or ways of doing. The point is to 
find a way of engaging as an architectural art practice. 

Separations between modes of work remain exclusively modal.  
There is no hierarchy. It’s neither writing about practice nor illustra
tion of thought. There are two modes of the same ethos: one in the 
mode of writing, one in the mode of other (visual, haptic,  acoustic, 
etc.) practices. The double meaning of the word ‘study’ as both re
search practice and architectural type reflects this double modality 
of the work. Both aspects of the study — as activity and as space — re
appear in the book and the Cinema Car.

In order to engage in studying as visual art practice, the first 
step is to visualise the activity of study
ing as a spatial activity in a study (room); 
that is to say, by documenting it with 
visual media such as film, for example. 
Each practice that is conscious of being 
documented changes under the appara
tus of documentation.2 

2  See Mieke Bal’s investiga
tion of ‘First Person,  Second 
Person, Same Person’ within 
descriptions as a kind of narra
tive epistemology, as the title 
of the book indicates (1993, 
293–320), or how Pierre 
Bourdieu introduces  ‘temporal 
strategy’ into  anthropology  

on the basis of his observation 
that ‘the object of study creates 
itself a ‘theoretical distortion’ 
because the observer has in fact 
no place in the system  observed, 
resulting in a reduction of social 
relations in favour of simple 

‘decoding operations’ (2012, 1).
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Writing is a spatial practice. Filmic documentation is a first 
attempt to grasp writing by means other than words and concepts.  
In addition to psychological reasons, documentation changes the doc
umented practice due to the technical conditions of documentation. 
A study space is often too small to place a camera in such a way that 
it can record the space and its walls in their full height. Optionally, 
the spatial conditions or the means of documentation can be  adapted. 
The camera can be turned by ninety degrees in order to capture a 
wall’s height. Through this simple gesture  — a rotary motion — a 
vertical image emerges. Three vertical images placed next to each 
other fit onto a horizontal frame forming a film triptych.3 

Rotation introduces the force of gravity into the medium of 
film. A sequence recorded in a vertical format when projected on 
the horizontal screen of a conventional cinema appears rotated by 
ninety degrees. Consequently, it makes the spectators’ heads turn. 
Rotation, as a particular mode of documenting, changes the  practices 
of reception. The example of rotation only makes visible that any 
documentation of research generates a change in both the  research 
practices and the ways in which we watch or read its documentation.

A selection of the artpractical works that originated in the 
frame of the present research, but also some of the works of art that 
preceded or succeeded them, are contained in this book as images 
(i.e. stills) and in the Cinema Car as films. 

The works of art rooted in the present research may be or
ganised around the tattoo: those b e f o r e  the tattoo,4 the  tattoo 
itself, and those a f t e r  the tattoo.5 The tattoo marks an end to the 
clear separation between work that is either  related to the present 
research, institutional research, or in
dependent art practices. Through the 
experience of the tattoo and the ques
tions it raises, a new artresearch prac
tice emerges. This practice is liberated 
from the systematic study of the study, 
while at the same time it incorporates 
its methodologies. 

The Cinema Car is the  container 
and vehicle of the visual works tenta
tively categorised above. Besides its use 
as a cinema theatre for the presentation 
of work, the Cinema Car is also a broad
casting device. The view of the driver 
can be projected directly onto the screen 
behind the driver seat thus generating a 
movie that moves while the car moves. 
The driver, who simultaneously is the 

3  See for example the film  
A Portrait of the Artist Writing  
a Ph.D. (fig. p. 99). For the films 
referred to in this text go to  
the open access publication  
available at  Diaphanes:  
www.diaphanes.net/projekt/oa,  
or to the Research Catalogue:  
www.researchcatalogue.net/
view/391954/391955

4  The works before the 
 tattoo are guided by the study 
of the study: on writing (A Por- 
trait of the Artist Writing a 
Ph.D., fig. p. 99); on  reading 
(Ornament as the Science of 
 Passionate Disinterests, fig. p. 
101); on thinking (Maybe Think-
ing, or,  faire corps, fig. pp. 2, 16, 
98). Additional work emerged 
during this period that is less 
explicitly linked to the research. 
It consists in institutional 
 research projects ( Building 

Building, Just Architecture? 
World Ornamental Forum, fig. 
pp. 40, 41, 89–94, 100), or non 
institutional art practices  
(Are you here for the gravity?, 
 Annunciazione, Exit Strategy I, 
Dendriform, Art Works vs. Art- 
works, fig. pp. 38, 39, 42–55).

5  The works after the  tattoo 
are guided by a liberated  
study of nonconstruction:  
on reju venation (The Wanting 
of the Young, fig. pp. 151, 152);  
on movement image (film  
in  Jericho; film with Abshalom 
Ben  Shlomo; Cinema Car,  
fig. pp. 157, 158, 178–185); on 
staging (visit to Cinema Jenin; 
Prepa rations for Venice, or:  
On Horizonality, fig. p. 156); on 
gravity (Chauvet III (or Cave  
of the Forgotten Dreams); 
 Lascaux V (or The Birth of Art), 
fig. pp. 150, 155).
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operator, can mirror the image vertically and horizontally. In a third 
mode of mirroring the driver attempts matching the film of a pre
liminarily recorded ride, a mode potentially evoking serious nausea. 
With this unsettling experience the Cinema Car itself approaches 
the architectural concept of v o i d i n g . 

On ‘Architecture: A Voiding’ The research for the section on 
‘Archi tecture: A Voiding’ affirmed the possibility of an annulling 
gesture of architecture. Voiding is basically annihilation of present 
 forces through parallel moves, which can generate new forces op
posed to the present ones. Thus not every architecture is bound to 
be the expression of dominating ideology. 

Architectural practice is the practice from which my art prac
tice and consequently my research emerge. At the beginning of the 
present work, however, there was no concept of v o i d i n g . It could 
only be named afterwards, at the point where the research depart
ed from itself, where it left its consequential path. This point was 
reached at the moment when art practical work ceased to be obliged 
to construct a relation to the research, when the work of art’s ges
tures, voiding architectural gestures, achieved a discursive quality of 
communicability that was inherently related to the research.6 

The specific work produced in Israel and Palestine, which 
at the time of production seemed most explicitly related to the re
searched concept of voiding, later turned out to be more illustrative. 
Although these works address issues like youthfulness and rejuvena
tion (fig. pp. 151, 152), film and documentation (fig. pp. 157, 158), or 
graving and gravity (fig. pp. 155, 160), now they also appear as overly 
strategic and even evasive. They lack the momentum of an  isolated 
gesture that does not merely void the institution but necessarily 
voids itself. 

Gestures like this are located else 
where, as in the filming of the road be
tween old Jericho and new Jericho while 
riding a  bicycle and holding the camera 
in one hand (fig.  p.  157),7 or at the cinema 
of Jenin in the West Bank, Palestine, en
countering a bunch of children joyfully 
sackracing on stage to earpiercing  music. 
Such gestures were significant for the 
decision to transform my Volkswagen 
T3 Multivan into the Cinema Car, the 
moving movies, and to drive to the South 
of France in order to explore caves with 
prehistoric paintings. This is the begin
ning of the section ‘Building Cinema’.

6  This work includes, first, 
Exit Strategy II (fig. pp. 153, 
160), which consists in carving 
spherical bowls into an aban
doned concrete pedestal in 
front of the Museums of Bat 
Yam MoBY, produced with an 
angle grinder as a performance 
during the opening of the 
group exhibition The Kids Want 
Communism, leaving  behind a 
public art work that today 
mainly serves as a bowl for 
birds to drink from and bathe 
in after rain (The Kids Want 
Communism is a continuing 
 collaborative engagement with 
a contemporary  determination 
of communism curated by  
the museum’s director  curator 
Joshua Simon); and second,  

the work The Wanting of the 
Young (fig.  pp.   151,  152), in which 
teenagers from the desert town 
Arad, who were interested in 
learning how to become artists, 
collaborate on an artwork  
by digging a hole, which would 
 become the scene of a short 
video, in the garden of the  local 
 artist residency Art and Archi
tecture Arad (the  residency is 
the out come of an art and 
 community project curated by 
artist and activist Hadas  Kedar, 
Art and Architecture Arad,   now 
extended to the Arad Contem
porary Art  Centre).

7 www.researchcatalogue.
net/view/1427266/1427267

2524

https://www.researchcatalogue.net/view/1427266/1427267
https://www.researchcatalogue.net/view/1427266/1427267


On ‘Film: Building Cinema’ Following the research travel through 
 Palestine and Israel, work for the section ‘Film: Building Cinema’ 
was initiated with field research in the South of France. With the van 
converted into a cinema it set out to explore the relation between 
cinema and prehistoric cave paintings. This investigation resulted 
in two short film essays. Each addresses the inaccessibility of a vir
tually present origin. Chauvet III (or  Cave of Forgotten Dreams)8 is a 
film that relates to the famous cave discovered in 1994 in the Ardèche, 
containing prehistoric paintings aged approximately thirtysix thou
sand years, closed to the public and with very restricted access even 
for scientists (fig. p. 150). The public can visit a nearby replica called 
Chauvet II, representing a deformed composition of parts of the cave 
and its paintings. The aim of the work is to dig a tunnel from the 
top of the rock under which the cave is located, attempting to  enter 
it — in vain. In the film I mark the position of the tunnel with red 
manganese pigments and then I start digging the hard rock with 
a pickaxe; however, once the red mark is chopped off I have to give 
up the work: no mark, no work. I have merely scratched the surface, 
seemingly leaving the rock untouched. The scene is shot with a ver
tically rotating camera, which results in an image constantly mov
ing from bottom to top. This movement, rather rapid, is unpleas
ant to watch. It leads to experimenting with the screening device on 
which the film is shown by moving the device in the opposite direc
tion at same speed. In this way the activity that is visible in the film 
can be captured to remain at the same location in the cinema space.  
The movement of the projector in the cinema annuls the movement 
in the film: a  v o i d i n g .

Lascaux V (or The Birth of Art) 9 is a film that refers to the fa
mous cave discovered on 12 September 1940 in the Vézère Valley in 
France (fig. p. 155). The cave contains prehistoric paintings roughly 
twelve thousand years old. The paintings in Lascaux were  accessible 
to the public at the time of their discovery, causing irreparable dam
age to them due to massive changes of humidity, temperature, and 
other physical or chemical factors. There is a replica of parts of the 
cave called Lascaux II accessible for the public a few hundred metres 
away from the original. There is a travelling exhibition of some sec
tions of the cave called Lascaux III. In December 2017 an easily ac
cessible replica of the full cave called Lascaux IV opened down in the 
valley. I attempt to intrude into the original cave in a less physically 
direct way than in Chauvet. The camera rotates on the axes of the 
lens, turning the world upside down. Intrusion becomes suggestive.  
I approach the world as if it were an ob
ject in an assumed gravitational field of 
a much larger mass, in the influence of 
which one would necessarily fall like a 

8  Refers to the title of the 
film: Cave of Forgotten Dreams, 
dir.  Werner Herzog: Ireland, 
2011. See note 114.

9  Refers to the title of a 
book on Lascaux by Georges 
Bataille (1980).
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meatball from a plate once the world has turned around. According 
to this childish vision I do all I can not to fall by clinging to one of the 
trees that grow above (or below) the Lascaux cave. 

Writing in Conceptual Order

On ‘Architecture: A Voiding’ The section ‘Architecture: A 
Voiding’ defines a concept of architecture by juxtaposing two seem
ingly opposed concepts, the declaredly antiarchitectural standpoint 
of Georges Bataille with the materialist understanding of architec
ture by Benjamin. 

I compare two texts that employ strikingly similar  expressions 
and sentences to describe architecture, to opposed ends,  however. 
One text is by Douglas Spencer (2010) on the design for the new 
campus of Ravensbourne College,10 by Foreign Office Architecture 
(FOA). The other is by Philip Ursprung (2009) on Anne Lacaton and 
JeanPhilippe Vassal’s Nantes School of Architecture. Spencer’s text 
is a straightforward critique of the architecture of neo liberalism, 
whereas Ursprung’s is a careful revelation of an  architecture that 
uses the same architectural language against or beyond what neo 
liberalism wants to say. Expressions like ‘exhibition of circulation’, 

‘learning landscape’, or ‘flexibility’ are applicable to both buildings 
(and texts), and a differentiation is indeed difficult, at least concep
tually. The difference is that in architectural terms these expres
sions in the Nantes School of Architecture are not where neolib
eral  ideology would expect them to be: the building’s circulation is 
entirely accessible to the  public; the learning landscape is large in 
dimension while the entrance space is reduced to the absolute essen
tials; the large spaces are intimate, protected from the public by their 
distance to the entrance; and spatial flexibility offers the users many 
alternative or experimental uses of space. 

With this in mind, the chapter reflects on  architectural voiding 
of neoliberal ideology with regard to architectural discourse, asking 
questions about infrastructure and friendship. Finally,  Nadir  Lahiji’s 
question as to whether architecture can be an emancipatory project 
(2016), is discussed in relation to Lahiji’s own approach to discursive 
dialogues. The discussion concludes by stating that if discourse wants 
to connect with practice and play an emancipatory political — qua 
 politicoeconomical — role for architecture as such, it must ask what 

an architectural space of encounter can 
be today in d i s c u r s i v e  terms. 

Such metropolitical encounter 
raises questions about the self and how 
in a discursive practice the self relates to 

10  Actually, it is Ravens 
bourne University London, 
formerly known as Ravens
bourne College of Design  
and Communication. Spencer 
uses the name Ravensbourne 

 College in his text. As I am 
re ferring to Spencer’s text 
 rather than to the building 
itself here, the name Ravens
bourne College is used, passim.
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politics and to economy. It may be that today the relation between 
the public roles of the great spirit of the Enlightenment vis-à-vis the 
ignorant people is reversed. While the people go public, exhibiting 
even their bedroom practices, the great spirits must find ways of po
liticising the exhibition of the private self. 

With a concept of architecture that includes its social, political, 
and economic conditions as part of its architecture, the discussion 
returns to Bataille and Benjamin, focussing on their encounter in 
Paris as an architectural event. 

On ‘Art: The Study’ The section ‘Art: The Study’ situates spa
tiali  ty in discursive practice. It attempts to grasp the commensura
bility of spatial practice with discursive practice, asking if in con
sequence discourse is intrinsically linked to language, or if discur
sive practice belongs to the realm of g e s t u r e . What is a gesture? 
The concept of gesture used here is the one Giorgio Agamben de
tects in Marcus Terentius Varro, who differentiates it from acting 
(agere) and from making (facere) as a third possibility in the sphere 
of action:  carrying on (gerere), which also means to endure and sup
port.  Agamben puts gesture in the formula: production is ‘a means 
in view of an end’; praxis is ‘an end without means’; and gesture is 
a means without end (2000, 56–57). What is language? Language 
here is not the language of linguistics. However, it is not the human 
who speaks either. Rather, in Benjamin’s words, language is some
thing more akin to ‘the world essence […] from which speech arises’ 
(2007a, 49). If such language arises from spatial materiality, how is 
discourse differentiated from spatial art or architecture practice? 
I approach these issues through some voices from the discursive field 
of visual cultures, artists, and nonartists — Liam Gillick and Tom 
 Holert in particular — searching an artistic ethos that should reveal 
critical moments of differentiation if it is indeed applicable to dis
cursive practice — that is, language as spatial practice and language 
as nonspatial, purely conceptual practice. 

This exploration of discourse turns towards two different yet 
related current art practices: d i s c u r s i v e  a r t  p r a c t i c e  and  
a r t i s t i c  r e s e a r c h . Drawing on Sarat Maharaj, Gillick, Holert, 
and  others it identifies what the two practices can learn from each 
other. Artistic research learns from current discursive art practice 
that political potential stems from ‘art functioning as a structural 
parallel to contemporary working dilemmas in the dominant culture’ 
(Gillick 2009a, 7 ). Discursive art practice, on the other hand, learns 
from artistic research that such political potential is not limited to 
the conceptuality of language. Rather, given the commensurability 
of spatial and discursive practice, such political potential is related 
to the discursive potential of any critical practice. 
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What then are the criteria for any practice whatsoever to be a 
critical discursive practice? It is not enough to draw on research as a 
defining criterion. The motivations of such practices must be locat
ed in the necessity of the practice itself. Drawing on Agamben and 
his discussion of monastic life, the section turns to an examination 
of poverty understood not as l e s s  but as n o t  p o s s e s s i n g , or 
poverty as an ecstatic experience of habitual conditions, offering a 
possible definition of critical discursive practice. 

On ‘Film: Building Cinema’ The section ‘Film: Building Cinema’ 
approaches Benjamin’s essay The Work of Art in the Age of Mechani-
cal Reproduction as the central moment in the philosophy of art when 
the concept of the politicisation of art is derived from ‘tactile appro
priation’ typical of architecture. Benjamin describes this mode with 
regard to the consumption of cinema by the masses as absentminded 
examination. What today’s new digital media add beyond the rela
tion between the masses and the screen is the direct relation between 
those who emit and those who receive, often reciprocally. Such im
mediacy vanishes in any attempt to record the encounter between the 
self and the real or potential other. It might be saved when enacted in 
the encounter between the self and the recording medium: film and 
cinema as the insistently valid media for an exploration of encounter, 
immediacy, and contact. 

What remains as the most reduced relationship between the 
self and the other, in terms of art, is theatre, where the other is the 
recording medium of immediacy. It is not the theatre of the city, but 
a new theatre of the metropolis that functions in terms of an in
herent reciprocity. It does so on the Internet, between private spac
es, and in the physical metropolitical space, a space of visibility in 
which we must relearn how to hide in showing, thus politicising. The 
 discussion turns to Agamben’s suggestion of theory understood not 
as knowledge but as t o u c h i n g  in order to grasp the qualities of 
theatrical immediacy as the base of a tactile theoretical discourse.

 
Collateral Concepts 

Ornament, Model, Utopia, Theatre As it is made visible and 
accessible through the images of works of art, ornament and the con

cepts of model and utopia are  central in 
this study. Ornament is studied in terms 
of gesture, as  ornamental  gesture, and 
reflected in terms of an antieconomy as 
well as opposed to the  superficiality of 
current designs of façades.11 This study 

11  Such designs are  justified 
by the availability of digital 
technologies and by the ecolog
ical necessity of focussing on 
 sustainability and insulation of 
buildings. See Picon 2013.  
Also  compare with  modernist 

 conceptions of ornament such 
as Kracauer 1995, Grabar 1992, 
and Loos 1998, as well as more 
recent studies on temporal 
aspects of ornament such as 
Dürfeld 2008, or Glaser 2002. 
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led to the annual World Ornamental Forum (fig. pp. 40, 41, 94, 100).12 
It also examines an idea of model not as exemplary but as constitu
ent in its own right. A model is always a model and  simultaneously a 
thing in itself.13 The doublesided operability of the model was also 
tested in the research project Just Architecture? (fig. pp. 91, 92), dur
ing which a mockup conference was held. All the intended partici
pants built a 1:4 scale model of the space in which the actual confer
ence was to be held, rehearsing its content simultaneously.  Related 
to the exercise of w r i t i n g  o n  s o m e t h i n g ,  the possibility of a 
negative model — a mould or a filling — was extended to the idea of 
an inverse model — an everted or upended glove provides a  plausible 
illustration — by actually building such inversions of spaces within 
spaces.14 The most economical technique developed used ultrathin 
foil brushed onto the constructed surfaces of the represented space 
holding either by electrostatic forces or by vacuum (fig. p. 159). 15 
Both ornament and model belong to the utopian realm, like masks, 
fairy tales, carnivals, or more existentially, as Michel Foucault shows 
in Utopian Body, to the mirror, the corpse, and the lover. A body must 
be made in order to exist, according to Foucault, because a body as 
such, when it is reduced to point zero, is the first utopia. The reason 
why ‘we love so much to make love’ is because between the hands of 
the lover, ‘in love, the body is h e r e ’ (2006, 233). Through a series of 
papers given at the Utopian Studies Society, Foucault’s concept of 
utopia, in which the dependence of utopia from other utopia is cen
tral, was studied and practically explored, that is to say, the utopia 
of the paper itself was tested (fig. pp. 16, 98).

These methodological explorations gave way to a configura 
tion of concepts more appropriate for addressing concerns at the 
heart of this study: t h e a t r e ,  t h e o r y, 
t o u c h i n g . Theatre is tentatively ap
proached through the collapse of the 
cinemato graphic distance in the digital 
space of real time broadcast (fig. p. 156). 
It is associated with the architectural 
typology of the b e d r o o m  as the met
ropolitan equivalent to the  t h e a t r e , 
conceived in terms that JeanJacques 
 Rousseau proposed — and as has been 
noted by Jacques  Derrida — as the place 
of speech in the city (1997, 304). Through 
this collapse of distance, touching be
comes a central concern presented as 
e n c o u n t e r. Virtual or real, lethal or 
missed, encounter is the provider of the 
scenes of knowledges.

12  See call for the WOF 2013: 
www.researchcatalogue.net/ 
view/1427033/1427034 

13  For the architectural 
qualities of models see Healy 
2008. On models also see 
Avermate et al. 2011 or Nielsen 
2010.

14  For example, at the inter
national conference The  
Dark Precursor: Deleuze and 
Artistic Research, November 
9–11 2015, at the Orpheus 
Instituut in Gent (www.orphe
usinstituut.be/en/news 
andevents/dare2015the
darkprecursor), or the (un)
conference of the Swiss Artis
tic Research  Network Paren
thesis, November 6–7 2015 at 
HEAD in  Geneva  

(www.sarn.ch/events/paren
thesis).

15 I have not yet answered 
what forces make the foil stick 
to the wall. This answer will 
provide a possible continuation 
of the exploration. Also, note 
that an inversion is always 
 potentially composed of the 
thing itself, while the negative 
is always incommensurable 
with the thing itself. In this, 
 inversion is familiar with 
subversion. Nevertheless, the 
 reversal of inside and outside, 
which is the similarity between 
inversion and negation, opens 
discursive options that seem 
more promising than subver
sion, for instance as related to 
a rethinking of the relation 
between private and public. 
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Cinema Car and Cinema Book Hitting the road in order to work 
at the crossroads of theoretical coincidences, the Cinema Car (fig. 
pp. 178–185) allows for a work of art in which relations between spa
tial and discursive practices are tested. The language of broadcast, 
projecting what the driver sees, can be transformed with simple tech
niques of mirroring, thus telling more than the driver wants the ob
servers to see. Discussion inside the car can corrupt intentions recip
rocally, losing one’s head, not knowing what to do or say. The moving 
movies move us just as much as lost speech, both physically and psy
chologically. Being in touch, in spoken language or bodily, allows to 
diverting currently dominant affectless forces towards affective ends. 

A flipbook is a handy booklet with a single image from a se
quence of images on each page, which when flipped through with 
the thumb at a certain speed gives the impression or illusion of a 
moving image. Though not a flipbook in the usual sense, this book 
may work as one, giving the impression of a moving image. It repeat
edly flips from vertical to horizontal, and back, a flip that occurs 
 simultaneously with the images  —  stills from films and snapshots 
from works. Demanding their space as images in their own right, the 
photographs and film stills are not scaled to fit the format. Rather, 
the format is flipped in order to accommodate the image in its full 
extension. In consequence either the head of the reader or the text 
is forced to move, and must turn. 

This flip may seem forceful, yet its aim is not enforcement but 
the exhibition of force. Something forces us to think, says Deleuze. 
Anything makes us think, when it hits the right chord. The flips of 
formats exhibited here are not only symbolic of the other forces in 
the text, inciting thought, but also of the affectless forces in the world 
in which we live, which are not without effect and certainly should 
force us to think. What is demonstrated here is not power but the 
examination of technology, which reflects the mechanisms used in 
some of the films I produced. 

The forcefulness staged in the total flip around also  resonates 
with what Hannah Arendt writes with regard to Benjamin’s  method, 
‘so as not to ruin everything with explanations that seek to provide 
a causal or systematic connection’ (2007, 48). Arendt relates to 
 Benjamin’s method of ‘producing a work consisting entirely of quo
tations, one that […] could dispense with any accompanying text’ (47). 
In case some accompanying text by the author ‘proved unavoidable, 
[it should] preserve “the intention of such investigations”, namely, 

“to plumb the depths of language and thought […] by drilling rather 
than excavating”’ (47–48).16   Such d r i l l i n g , she continues, ‘resulted 
in a certain “forcing of insights […] whose inelegant pedantry, how
ever, is preferable to today’s almost universal habit of falsifying them” 
[even though it is] bound to be “the cause of certain obscurities”’ (48). 

16  Here and below, Hannah 
Arendt quotes from Walter 
Benjamin, Briefe I (Frankfurt 
am Main: Suhrkamp, 1966), 329.
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When I follow the moves of an automated moving camera in 
some of the films my parallel movement annihilates the camera’s 
movement. There is no escape from the moves of the a n i m a t e d 
c a m e r a , a camera that moves according to a distinct logic regard
less of the actions that occur around it, even if programmed in ad
vance. The question is not if one relates to these moves, but how. 
Paralleling them generates surplus movements, which become vis
ible as a difference to the ideal move — the perfect mirror image of 
the camera movement, and thus the ideal of the camera movement 
itself. This generates comical effect and charming affect, a sense of 
conspiracy, even friendship. In this possible friendship lies the po
tential of establishing a contingent encounter between affective be
ings across devices of control, such as a camera. 

I am not content with leaving anonymous traces of iron sesqui
oxide powder like the ‘unknown and suffering creatures’ ( Agamben 
2000, 510) on the white wallpaper of Gilles de la Tourette’s Études 
 cliniques et physiologiques sur la marche at the Hôpitaux de Paris et 
de la Salpêtrière in 1886. This was, as Agamben notes, ‘the first time 
that one of the most common human gestures was analysed with 
strictly scientific methods’ (49). Artists’ doctorates risk being noth
ing but  automatic extensions of this first study, which could be seen 
as their  Urstudium. But this book attempts to be more like ‘the happy 
and visible twins’ of the patients at the Salpêtrière, whom  Agamben 
has detected in the ‘walking woman sending a kiss’ as one example 
of the affective bodies from Eadweard Muybridge’s chronophotogra
phies produced in the same years (51).

Discursive and Spatial Inspirations

My practices, and the body of work in this book, operate in the field 
of discursive art practices, relating to the legacy of diverse fields 
of art spanning the second half of the last century. Without doubt, 
considering the methods of my art practices and what they  produce, 
close affinities with some of the fields of this legacy may be acknowl
edged, i.e. institutional critique, appropriation art, conceptual and 
postconceptual art, curating, documentation, art in public space, 
art and film, site specific art, participatory art, perfor mance art, so
cial sculpture, or video art and others. However, since this is not an  
art historical study — neither on the historic genealogy of discur
sive art practices nor on a particular field that has been caught up 
in it — no further explication is needed. It suffices to state generally 
that d i s c u r s i v e  a r t  p r a c t i c e s  a r e  t h e  l e g i t i m a t e  c o n 
t e n d e r  o f  c o n t e m p o r a r y  a r t . 
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It nevertheless seems appropriate to identify some voices in 
the field of discursive art practices (which is done throughout sec
tion ‘Art: The Study’), as well as the one antecedent field that, if any, 
may be drawn to as an influence and creative reference point for 
my discursive art practices: architectural intervention. Clearly, in 
my case, architectural intervention — or what Peter Osborne calls 

 ‘Architecturalization’ (2013, 141)—as the artistic contention with ar
chitecture is not just a reference chosen from many, but the one clos
est to architecture as the educational and practical background of 
my discursive art practices. Architecture has, therefore, a twofold 
methodical influence: first, my architectural education significantly 
shapes my artistic ways of doing; second, the art historical legacy of 
architectural intervention draws on ‘architecture [as] an a r c h i v e 
o f  t h e  s o c i a l  u s e  o f  f o r m’  (141), which continues to be par
ticularly influential both for my work and that of others through the 
figure of Gordon MattaClark  (fig. p. 52).17

By cutting himself a ‘wall sandwich’ from a wall during the 
construction of the restaurant FOOD in Soho, Manhattan, in 1971, 
Matta Clark, trained as an architect at Cornell University, makes 
abusive use of what exists and produces a use that exists only as 
such, without an end, as endless use. This ‘wall sandwich’ suggests 
life by nutrition, which is indeed given by the restaurant itself. But 
the  actual ‘wall sandwich’ cannot be swallowed without causing con
siderable digestion problems. Hence the ‘wall sandwich’ exists as a 
pure means without an end. MattaClark apparently pursued all of 
his activities for the sake of the means as such. He never stopped cut
ting — while his gallery struggled with selling what he did.18 

MattaClark’s ‘wall sandwich’ and its implied ambiguities pro
vide the most important starting point for the study, spanning an 
artpractical field between building, consumption, digestion, lan
guage, and society.19 On such a material basis, this book does not intend 
to add anything to knowledge — that is, if knowledge is perceived as a 
fixed state of the art, identi fiable and definite at a certain moment in 
time. The novelty value of the study is defined in terms of ‘addressing’ 
and ‘making available’. From the start I called this mode ‘noncon
struction’, a term  Denis  Hollier applies in his book Against Architecture,  

The Writings of Georges  Bataille, I later 
found out. In my writing the term func
tions as a neologism. My usage of non 
construction is not necessarily congru
ent with  Hollier’s. Nevertheless, it is the 
only example I have found close to my 
own practice — so close it may almost 
be referred to as an origin. Generally,  
the term does not have a canonised state 

17  Besides the Cuttings into 
real buildings by Gordon Matta 
Clark, the analytical series of 
photographs and charts Homes 
for America by Dan Graham, 
which were published in the 
Arts Magazine, constitute a 
key work of this legacy. 
 Characteristically, as with 
other art forms of the 1960s 
and 1970s, they operate beyond 
the traditional art spaces and 

critically engage with current 
social and political questions. 

18  See Corinne Diserens 
2003, 194. 

19  The Ph.D. thesis that 
provides the base for this book 
was entitled: ‘wall sandwich’–
The Architectural Gesture in Art 
Practice from Destruction to 
Non-Construction. 
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of conceptuality — and probably will never achieve one. It can cer
tainly not be my aim to provide a definition of nonconstruction, 
least of all a canonical one, but I do explore the term in relation to 
the  paradigms pre sented.20  

Gravities

While it may seem like jumping to conclusions, the best example of 
nonconstruction in my practice is the forceful link of the body to 
the medium of film by means of gravity. In the cinematographic in
stances produced during this study, as recorded on my pages of the 
Research Catalogue: 

— The body pretends that gravity comes from  another side, and the 
resulting footage is rotated accordingly.

— The recording camera is mounted on a device that makes it con
stantly rotate, and the body follows the movement by pretending that 
gravity also rotates according to the camera.

— In the case in which the body does not pretend gravity or follow 
the camera’s moves, a forceful link of the body to the medium film 
can be achieved by moving the projecting device so as to fix the body 
in the frame. In this case the relation between the acting body and 
the projecting device   replaces the relation between the acting body 
and the camera.

These examples visualise and make pos
sible the experience of an  understanding 
of  knowledge as t o u c h i n g . In the 
same way in which a body relates to the 
camera, being in touch with it,  writing 
subjects relate to the written or read 
objects of their texts. Texts produce 
 forces onto its readers. These resemble 
gravitational forces. To submit oneself 
to the reading of a text is like submitting 
to the gravitational forces of a mass. 
 When simulations of bodily comport
ments in the  cinematographic instanc
es, as described above, are submitted 
to gravitational forces that do not ex
ist, then they produce  seemingly  comi  
cal gestures comparable to the serious 

20  Although my practice is 
close to what is subsumed 
under the terms ‘spatial agency’ 
and ‘urban art’, both of which I 
study and follow with interest, 
I am not looking for ‘ other 
ways of doing architecture’ 
(Awan et al. 2011; see also 
 Cupers et al. 2009, or Kossak 
et al. 2010), but for other ways 
of understanding architecture. 
Michel Foucault’s ‘heterotopia’, 
Henri Lefebvre’s concept of 
space, Marc Augé’s ‘nonplaces’, 
Edward W. Soja’s ‘thirdspace’, 
Chantal Mouffe’s ‘agonistic’ 
public space, or even Homi K. 
Bhabha’s concept of location, 
Richard Sennett’s tropes of 

‘craft’ or ‘togetherness’, Pierre 
Bourdieu’s notion of ‘habitus’, 
Bruno Latour’s  actornetwork 
theory, or Peter Sloterdijk’s 
concept of ‘spheres’, albeit 
important for such under
standing, are not therefore at 

the  centre of this work. Neither 
is  a (historical) analysis of the 
relation between art and archi
tecture the concern of my work, 
although I acknowledge the 
value of such studies, a selec
tion of which would include 
Andersen et al. 2009, Bloomer 
1995, Bruno 2007, Foster 2011, 
Kreider 2014, Papapetros et al. 
2014, or Rendell 2007. 
There is no attempt to distance 
myself from my practice of 
understanding space in order 
to understand that practice— 
except perhaps in this footnote. 
Such practice often relates to 
phenomenological or psycho
analytical thought. Gaston 
Bachelard’s ‘poetics of space’, 
Michel de Certeau’s invention 
of the ‘everyday’, and Martin 
Heidegger’s concept of ‘dwell
ing’ do not appear in the text, 
and there is no reference to  
Sigmund Freud’s ideas of 
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comedies of Buster Keaton. This comic surplus affect emerges from 
the impossibility of opposing, eliminating, or escaping the effects 
of affectless forces. To adapt my initial quotation from Bataille to 
our current condition, in times when it seems increasingly impossi
ble to overturn things, the only option is to become comical by pre
paring to do so. In the cinematographic instances this comic aspect 
shows in the clumsiness of the body with regard to forces that are  
actually inexistent. 

What for the spectator of the cinematographic instances ap
pears as the affects resulting from the visual simulation of non 
existent forces, finds an analogy for the reader of this book in a warn
ing: caveat lector. This book may deceive you not because it wants to 
deceive but because it wants not to deceive. It does not attempt to 
construct an argument, desiring only to get in touch with material —  
staying in touch with itself.

The rotated three main sections, together with this  ‘Instruction 
for Use’ and the ‘Prospective Notes’ in regular orientation,  constitute 
the main body of the book. It is framed by singular texts by guest 
writers; however, these texts are not intended to be about my work — 
 rather, they give an idea of the intellectual and  emotional environ
ment in which the work presented in this book was produced. Julie 
Harboe’s fictive notes for a speech at my Ph.D. graduation reflect 
the intimacy of the research institute at the Lucerne School of Art & 
 Design, where this work was initiated, showing the extent to which 
such advisory activity depends on the engagement of individual 
persons. There is a substantial essay by Stewart Martin, my direc

tor of studies at  Middlesex University in 
 London. It is a chapter from his forth
coming book on art strikes, resonating 
with important  aspects of my own work.

This book opens with  Ursprung’s 
short,  eloquent, and  spirited gesture 
 reflecting the  doctoral degree program 
SNSF   ProDoc Art & Science, with 
which I was  associated in Ursprung’s 
module at the ETH  Zurich. Goldsmiths 
University is  represented by the cura
tor  Joshua Simon, a  good colleague 
from the doctoral degree program 
 Curatorial / Knowledge, with which I 
was also associated. His essay on some 
political aspects of optical technologies 
of control not only reflects the spirit of 
Goldsmiths but also the questions we so 
often struggle with in our practices —  

‘unconscious’ and ‘dreams’ or 
Jacques Lacan’s concepts of 

‘lack’ and ‘desire’. The  writings 
of architectural thinkers such 
as Juhani Pallasmaa,  Alberto 
PérezGómez, or Anthony 
Vidler appear only in my bibli
ography. It may seem that 
Heidegger should appear with 
another of his concepts, 
 Destruktion, which means 
destructuring rather than 
destruction. Heidegger certain
ly reflects ‘all research [as] an  
ontic possibility of Dasein’ 
(2010, 20), including his own 
Dasein as researcher. However, 
Destruktion is supposed to ‘stake 
out [ontological tradition’s] 
limits’ (22) which, by means of 
the very Dasein of the re
searcher and the ‘factiality’  
of his questions, are already 
given. Whether the ‘positive’ 
intentions towards the  
past  Heidegger claims for 

 Destruktion as a means for a 
 negating critique of ‘today’ are 
 tenable in philosophical terms 
is not the question here. What 
is striking is the creation of 
formulations such as ‘Ausstel-
lung ihres  “Geburtsbriefs”’(2006, 
22), which can only be translat
ed as both ‘display’ and ‘issue’ 
of ‘their “birth certificate”’ 
(2010, 22). Selfreference here 
seems to lead to a linguistic 
 aesthetics that appears to be 
listening to itself — excluding 
the reader. This  resonates with 
 Benjamin’s claim that ‘no poem 
is intended for the reader’ 
(2007a, 69). However, in con
trast to  Heidegger, Benjamin 
declares it. In  Benjamin,  
obscurity is elsewhere, not in 
an aesthetics that stands in  
for intentions; rather it is in 
the appreciation of that  
which cannot have intentions. 
Therefore it seems to me  
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independent praxis as the cornerstone of work that willingly entan
gles with institutional challenges. 

Finally, there’s the epitaph, so epilogical in style, and yet noth
ing but a dead letter, the dead’s letter: full stop. Still, the full stop 
is the beginning, the drilling, the rotation, the common (material) 
ground of drawing and sculpture (and dance …!) Yes, the mouth! 
This originality that utters, that evacuates, but that tastes and swal
lows as well, a hypergravitational density, a reflection of Sharon 
 Kivland, the artist lector. 

that Heidegger’s formulation 
of a ‘positive Destruktion’, 
which at times recalls capital
ism’s principle of ‘creative 
destruction’, is well preserved 
in this footnote. Destruction, 
which in German would be 
translated as Zerstörung and 
has a much more violent mean
ing than Destruktion, was 
translated by Jacques Derrida 
as déconstruction, as is well 
known. Although Derrida is to 
be credited for exposing the 
hermeneutics of phenomenology 
as a self referential system,  
my distrust of  Derrida is based 
mainly on his complicity with 
what Mark  Wigley has called 
The Architecture of Deconstruc-
tion (1995). Although Derrida 
tries to dispel any architectural 
stylistic interpretation of 
deconstruction as a technique 
of reversed construction,  

he nevertheless interprets 
Bernhard Tschumi’s folies at 
the Parc de la Villette in Paris  
as a representation of his philos 
ophy. It is impossible to have  
a critical stance towards archi
tecture—and to society in 
general, if understanding 
architecture as the one art that 
concerns each and every one  
by means of its function of 
 dwelling—by courting those 
architects who, on Philip 
 Johnson’s coattails, created 
Star Architecture under the 
spell of global capitalism.  
To use the most explicit corpus 
delicti: praising the perverse 
split in the bedroom of Peter 
Eisenman’s luxurious Hose VI 
(dividing the bed in two, thus 
forcing the owners to sleep  
in separate beds) amounts to 
betraying Gordon MattaClark’s 
Splitting of a suburban house  
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at about the same time—which 
was a masterpiece of a critique 
of sociopolitical conditions. 
What is delicate about this 
example is that Eisenman was 
MattaClark’s  teacher  at   Cornell 
University and that their 
 enmity culminated in a show 
curated by  Eisenman in which 
MattaClark changed his mind 
overnight and instead of 
 exhibiting  objects shot through 
the glass of all the windows  
of the  exhibition space with a 
revolver. Eisenman had all the 
windows repaired for the next 
day’s opening. Jacques Derrida’s 
be trayal of Gordon Matta-Clark 
might be a fine title for a study 
or chapter of a future work.
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o

f 
D

is
co

ur
se

In
 B

at
ai

ll
e 

th
er

e 
is

 h
op

e 
(i

n
 a

rt
).
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L
if

e,
 in

 o
rd

er
 t

o 
be

 li
ve

d
, h

as
 t

o 
co

n
su

m
e 

it
se

lf
, l

it
 b

y 
fi

re
,  l

iq
ue

fi
ed

. 
T

h
e 

sa
m

e 
is

 t
ru

e 
fo

r 
ac

ad
em

ic
 d

is
co

ur
se

 if
 it

 is
 n

ot
 t

o 
be

 ‘d
ep

lo
ye

d 
w

it
h 

co
m

pl
et

e 
as

su
ra

n
ce

 in
 a

 r
ea

lm
 o

ve
r 

w
hi

ch
 it

 h
as

 t
ak

en
 p

os
se

s
si

on
, o

ne
 it

 h
as

 in
ve

nt
or

ie
d 

af
te

r 
fi

rs
t c

lo
si

ng
 it

 o
ff

, t
o 

m
ak

e 
su

re
 it

 is
 

ab
so

lu
te

ly
 s

af
e’

 (2
3)

. D
is

co
ur

se
 m

us
t b

e 
sa

ve
d 

fr
om

 p
os

se
ss

io
n 

by
 d

is


po
ss

es
si

ng
 it

 f
ro

m
 it

s 
au

th
or

s.
 R

at
he

r 
th

an
 a

li
en

at
in

g 
us

 a
s 

d
is

m
em


be

re
d

 t
ru

th
 p

ar
ts

, w
h

ic
h

 e
sc

ap
e 

fr
om

 t
h

e 
pa

st
 o

n
ly

 t
o 

ge
t 

st
uc

k 
in

 
a 

co
ns

tr
uc

te
d 

pr
es

en
t,

 q
uo

ta
ti

on
s 

sh
ou

ld
 e

li
de

 t
he

 p
re

se
nt

 a
nd

 t
he

n 
 

re
st

or
e 

a 
tr

ad
it

io
n,

 o
ne

 t
ha

t 
do

es
 n

ot
 t

ra
ns

m
it

 t
ru

th
s,

 b
ut

 t
ra

ns
m

is


si
on

  it
se

lf
. C

on
se

qu
en

tl
y,

 q
uo

ta
ti

on
s 

lo
se

 t
h

ei
r 

re
la

ti
on

 t
o 

th
ei

r 
au


th

or
s 

an
d 

co
ul

d,
 a

s 
B

en
ja

m
in

 a
tt

em
pt

ed
, a

pp
ea

r 
w

it
ho

ut
 q

uo
ta

ti
on

 
m

ar
ks

. Q
uo

ta
ti

on
 m

ar
ks

, a
lt

h
ou

gh
 t

h
ey

 d
o 

pe
rs

is
t 

in
 t

h
is

 b
oo

k 
fo

r 
re

as
on

s 
of

 a
ca

de
m

ic
 c

on
ve

nt
io

ns
, a

re
 m

er
e 

te
ch

ni
ca

l t
ra

ce
s.

 T
he

y 
si

g
na

l a
n 

 or
ig

in
 o

f w
or

ds
 o

r 
tr

an
sm

is
si

bi
li

ty
; t

he
y 

do
 n

ot
 s

ig
na

l  m
ea

ni
ng

 
or

 t
ru

th
. 

T
o 

sa
ve

 a
 d

is
co

ur
se

 m
ea

n
s 

to
 s

av
e 

it
 f

ro
m

 it
s 

m
on

st
ro

si
ty

 o
f 

au
th

or
it

ar
ia

n 
tr

ut
h.

 W
it

h 
re

ga
rd

 t
o 

ar
ch

it
ec

tu
re

, i
t 

is
 n

ot
 e

no
ug

h 
to

 
re

pl
ac

e 
th

e 
ar

ch
it

ec
tu

ra
l m

et
ap

h
or

 w
it

h
 a

 m
et

ap
h

or
 o

f 
d

es
tr

oy
ed

 
 ar

ch
it

ec
tu

re
. W

ha
t i

s 
ne

ed
ed

 is
 to

 d
es

tr
oy

 th
e 

ar
ch

it
ec

tu
ra

l m
et

ap
ho

r,
 

to
 d

es
tr

oy
 th

e 
m

et
ap

ho
ri

ca
l u

se
 o

f a
rc

hi
te

ct
ur

e 
in

 o
th

er
 d

om
ai

ns
 a

 nd
 

re
pl

ac
e 

it
 w

it
h 

an
 a

rc
hi

te
ct

ur
al

 u
se

. W
ri

ti
ng

 w
ou

ld
 a

ch
ie

ve
 a

n 
ar

ch
i

te
ct

ur
al

 m
ea

ni
ng

 t
he

n,
 a

nd
 t

he
 a

rc
hi

te
ct

ur
al

 m
et

ap
ho

r 
(a

s 
ar

ch
it

ec


tu
ra

bi
li

ty
) w

ou
ld

 b
e 

sa
ve

d 
fo

r 
ar

ch
it

ec
tu

re
 it

se
lf

. 
W

e 
m

ay
 t

he
n 

co
m

pr
eh

en
d 

th
e 

bu
rn

in
g 

ho
us

e 
no

t 
as

 a
nt

i
ar

ch
i

te
ct

ur
al

 b
ut

 a
s 

th
e 

ex
tr

em
e 

co
n

d
it

io
n

 o
f 

an
 a

rc
h

it
ec

tu
re

 t
h

at
 c

on


st
an

tl
y 

co
n

su
m

es
 a

n
d

 is
 b

ei
n

g 
co

n
su

m
ed

, i
n

 t
h

is
 w

ay
 r

ev
ea

li
n

g 
it

s 
or

ig
in

al
it

y.
 It

 r
efl

ec
ts

 th
e 

us
e 

va
lu

e 
of

 a
rc

hi
te

ct
ur

e 
th

at
  B

en
ja

m
in

 d
e

sc
ri

be
s 

in
 h

is
 W

or
k  

of
 A

rt
 e

ss
ay

 a
nd

 it
s 

po
li

ti
ca

l p
ot

en
ti

al
 fo

r t
he

 a
rt

 o
f 

ci
ne

m
a 

in
 t

er
m

s 
of

 a
bs

en
t

m
in

de
d 

ex
am

in
at

io
n.

 I
n 

th
is

 m
od

e 
of

 a
p

pr
op

ri
at

io
n 

w
e 

ar
e 

co
ns

um
ed

 b
y 

an
 a

rc
hi

te
ct

ur
e 

ov
er

 w
hi

ch
 id

eo
lo

gy
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 I
n 

P
re

hi
st

or
ic

 P
ai

nt
in

g:
 L

as
ca

ux
  

or
 th

e 
B

ir
th

 o
f A

rt
 B

at
ai

lle
  d

es
cr

ib
es

 t
he

 
ge

ne
si

s 
of

 a
rt

 a
s 

be
in

g 
 re

la
te

d 
to

 m
an

’s
 

ex
pe

ri
en

ce
 o

f 
hi

s 
ow

n 
de

at
h.

 T
hi

s 
 

ex
pe

ri
en

ce
 o

f 
de

at
h 

le
ad

s 
to

 p
ro

hi
bi

ti
on

s.
 

O
ve

rs
te

pp
in

g 
th

es
e 

pr
oh

ib
it

io
ns

 in
 

ga
m

es
 is

 t
he

 b
ir

th
 n

ot
 ju

st
 o

f 
ar

t 
bu

t 
al

so
 

of
 m

an
 h

im
se

lf
 a

s 
ho

m
o 

lu
de

ns
– r

at
he

r 
th

an
 h

om
o 

sa
pi

en
s.

 D
ea

th
, a

nd
  p

os
si

bl
y 

ev
en

 h
um

an
it

y’
s 

de
at

h,
 is

 t
he

re
fo

re
 

in
di

re
ct

ly
 a

t 
th

e 
or

ig
in

 o
f 

ar
t.

 S
ee

  
B

at
ai

lle
 1

98
0.
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h
as

 l
os

t 
co

n
tr

ol
 —

 w
e 

h
av

e 
lo

st
 

th
at

 c
on

tr
ol

, t
oo

 —
bu

t i
t i

s 
a 

cr
it


ic

al
 m

od
e 

of
 b

ei
ng

 c
on

su
m

ed
. 

B
en

ja
m

in
 h

is
to

ri
ca

ll
y—

as
 a

 r
es

po
ns

e 
to

 f
as

ci
sm

—
si

tu
at

es
 h

is
 

co
nc

ep
ti

on
 o

f 
a 

‘p
ol

it
ic

is
ed

 a
rt

’ i
n 

th
e 

m
as

se
s,

 b
ot

h 
in

 t
he

 t
ec

hn
ic

al
 

m
ea

ns
 o

f 
m

as
s 

pr
od

uc
ti

on
 a

nd
 in

 t
he

 m
as

se
s 

of
 t

he
 p

ub
li

c 
m

ob
il

is
ed

 
by

 t
he

m
. S

in
ce

 g
ra

vi
ta

ti
on

al
 fi

el
ds

 a
re

 g
en

er
at

ed
 b

y 
m

as
se

s,
 I

 a
rg

ue
 

th
at

 t
he

 g
en

er
at

io
ns

, s
hi

ft
s,

 o
r 

de
st

ru
ct

io
ns

 o
f 

gr
av

it
ie

s 
ar

e 
of

 v
it

al
 

im
po

rt
an

ce
 f

or
 p

ol
it

ic
is

ed
 a

rt
.25

 F
or

 B
en

ja
m

in
 it

 is
 t

hr
ou

gh
 (a

nd
 in

) 
fi

lm
 t

h
at

 t
h

e 
m

as
se

s 
ca

n
 b

e 
m

ob
il

is
ed

 in
 o

rd
er

 t
o 

‘t
ac

kl
e 

th
e 

m
os

t 
di

ffi
cu

lt
 a

nd
 m

os
t 

im
po

rt
an

t 
ta

sk
s’

 o
f 

‘t
he

 t
ur

ni
ng

 p
oi

nt
s 

of
 h

is
to

ry
’ 

(2
00

7a
, 2

40
).

 T
he

 ta
sk

s 
of

 tu
rn

in
g 

po
in

ts
 o

f h
is

to
ry

 a
nd

 th
e 

m
ob

il
is

ed
 

m
as

se
s 

pr
od

uc
e 

m
ut

ua
ll

y 
in

fl
ue

nt
ia

l g
ra

vi
ta

ti
on

al
 fo

rc
es

 a
nd

 s
hi

ft
s—

or
, l

it
er

al
ly

, t
ur

ni
ng

s 
ar

ou
nd

 p
oi

nt
s 

in
 g

ra
vi

ta
ti

on
al

 fi
el

ds
. 

T
h

e 
p

ol
it

ic
al

 p
ot

en
ti

al
s 

bo
th

 o
f 

ar
ch

it
ec

tu
re

 a
n

d
 fi

lm
, 

th
ei

r 
gr

av
it

at
io

n
al

 f
or

ce
s,

 a
re

 c
on

st
it

ut
ed

 t
h

ro
ug

h
 d

iv
er

te
d

 m
as

se
s 

an
d

 
di

st
ra

ct
ed

 m
od

es
 o

f 
ap

pe
rc

ep
ti

on
. B

en
ja

m
in

 t
ou

ch
es

 a
n 

or
ig

in
al

it
y 

th
at

 c
ou

nt
er

s 
th

e 
‘r

en
de

ri
ng

 a
es

th
et

ic
’ o

f 
po

li
ti

cs
: p

ol
it

ic
is

in
g 

ar
t 

as
 

a 
re

sp
on

se
 o

f 
C

om
m

un
is

m
 (2

00
7a

, 2
42

).
W

ri
ti

ng
 a

bo
ut

 a
rt

 b
y 

m
ea

ns
 o

f o
pp

os
in

g 
ar

ch
it

ec
tu

re
, a

s 
 B

at
ai

lle
 

do
es

, a
nd

 B
en

ja
m

in
’s

 w
ri

ti
ng

 a
bo

ut
 a

n 
ar

t 
po

li
ti

ci
se

d 
th

ro
ug

h 
ar

ch
i

te
ct

ur
e,

 s
ee

m
 t

o 
op

po
se

 e
ac

h 
ot

he
r.

 Y
e

t 
w

h
a

t 
if

 t
h

e
y

 r
e

la
te

 

to
 e

a
c

h
 o

th
e

r 
b

y
 u

s
in

g
 i

d
e

n
ti

c
a

l 
c

o
n

c
e

p
ti

o
n

s
 o

f 
a

r
c

h
it

e
c

tu
r

e
: 

th
e

 f
ir

s
t 

to
 d

e
n

o
u

n
c

e
 t

h
e

 i
d

e
o

lo
g

ic
a

l 
p

re
te

n
ti

o
n

s
 o

f 
a

rc
h

it
e

c
tu

re
 (

in
 o

rd
e

r 
to

 t
ra

n
s

g
re

s
s 

it
) 

a
n

d
 t

h
e

 s
e

c
o

n
d

 t
o

 p
ra

is
e

 t
h

e
 m

a
te

ri
a

l 
(a

n
d

 p
o

te
n


ti

a
ll

y
 t

r
a

n
s

g
re

s
s

iv
e

) 
p

ro
p

e
r

ti
e

s
 o

f 
a

rc
h

it
e

c
tu

re
?
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 In
 o

rd
er

 to
 te

st
 if

 B
at

ai
lle

 a
nd

 B
en

ja
m

in
 a

re
 in

 o
pp

os
it

io
n,

 I 
in

tr
od

uc
e 

a 
te

rt
iu

m
 n

on
 d

at
ur

. I
f 

th
is

 m
id

dl
e 

po
si

ti
on

 c
an

no
t 

be
 e

xc
lu

de
d,

 if
 o

n 
th

e 
co

nt
ra

ry
 it

 o
pp

os
es

 it
se

lf
 t

o 
on

e 
of

 t
he

 t
w

o 
su

pp
os

ed
ly

 o
pp

os
ed

 
po

si
ti

on
s,

 th
en

 th
e 

fi
rs

t t
w

o 
po

si
ti

on
s 

ca
nn

ot
 b

e 
op

po
se

d.
 In

 th
is

 c
as

e 
th

ey
 w

ou
ld

 u
se

 o
pp

os
ed

 t
er

m
s 

fo
r 

id
en

ti
ca

l p
os

it
io

ns
.

C
o

ns
tr

uc
te

d
 C

o
ns

tr
uc

ti
o

n
G

eo
rg

 W
il

he
lm

 F
ri

ed
ri

ch
 H

eg
el

, l
ik

e 
B

at
ai

lle
, b

eg
in

s 
w

it
h 

ar
ch

it
ec

tu
re

. A
cc

or
di

ng
 t

o 
H

eg
el

 ‘a
rc

hi
te

ct
ur

e 
co

nf
ro

nt
s 

us
 a

s 
th

e 
be

gi
nn

in
g 

of
 a

rt
’ (

20
10

, 6
24

).
 F

or
 H

eg
el

, t
hi

s 
is

 n
ot

 
on

ly
 t

he
 c

as
e 

on
 a

 c
on

ce
pt

ua
l l

ev
el

 w
it

h 
ar

ch
it

ec
tu

re
 b

ei
n

g 
pa

rt
ic

u
la

rl
y 

su
it

ed
 f

or
 a

dd
re

ss
in

g 
qu

es
ti

on
s 

of
 a

rt
, ‘

on
 t

he
 c

on
tr

ar
y,

 it
 m

us
t 

eq
ua

ll
y 

cl
ea

rl
y 

be
 s

ee
n 

as
 t

he
 a

rt
 c

om
in

g 
fi

rs
t 

in
 t

he
 e

xi
st

en
ce

 o
f 

ar
t 

in
 t

he
 w

or
ld

’ (
6

30
),

 t
ha

t 
is

 t
o 

sa
y,

 in
 h

is
to

ri
ca

l t
er

m
s.

 
H

ow
ev

er
, H

eg
el

 u
nd

er
st

an
ds

 a
rc

hi
te

ct
ur

e 
as

 c
on

st
ru

ct
io

n,
 a

nd
 

pl
ac

es
 s

uc
h 

co
n

st
ru

ct
io

n
 a

s 
th

e 
or

ig
in

 a
t t

he
 b

eg
in

n
in

g 
of

 a
n

 a
es

th
et


ic

 t
he

or
y,

 w
hi

ch
 h

e 
th

en
 c

on
st

ru
ct

s.
 A

s 
H

ol
li

er
 n

ot
es

, i
n 

re
al

it
y 

th
is

 
‘o

ri
gi

n
 is

 s
ti

ll
 la

ck
in

g 
at

 t
h

e 
be

gi
n

n
in

g.
 A

n
d

 H
eg

el
 w

il
l a

pp
ly

 h
im

se
lf
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 A
 c

om
pa

ri
so

n 
w

it
h 

Si
eg

fr
ie

d 
 K

ra
ca

ue
r’

s 
m

ea
ni

ng
 a

nd
 f

un
ct

io
n 

of
 m

as
s 

in
 T

he
 M

as
s 

O
rn

am
en

t i
s 

of
 in

te
re

st
 b

ut
 

no
t 

in
 t

he
 s

co
pe

 o
f 

th
is

 r
es

ea
rc

h,
 t

ho
ug

h 
it

 m
ay

 p
ro

vi
de

 t
he

 s
ub

je
ct

 fo
r 

a 
fu

tu
re

 
 in

ve
st

ig
at

io
n.
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 T
hi

s 
re

la
ti

on
 is

 n
ot

 d
is

si
m

il
ar

 t
o 

th
at

 
be

tw
ee

n 
D

ou
gl

as
 S

pe
nc

er
 a

nd
 P

hi
li

p 
 U

rs
pr

un
g,

 b
ot

h 
us

in
g 

id
en

ti
ca

l d
es

cr
ip


ti

on
s 

of
 a

rc
hi

te
ct

ur
e—

th
e 

fi
rs

t 
to

 d
e

no
un

ce
 t

he
 a

rc
hi

te
ct

ur
e 

of
 n

eo
l

ib
er

al


is
m

 a
nd

 t
he

 s
ec

on
d 

to
 p

ra
is

e 
an

 
ar

ch
it

ec
tu

re
 o

f 
w

ha
t 

on
e 

co
ul

d 
ca

ll
 

tr
an

s
ne

o
li

be
ra

li
sm

. S
ee

 d
is

cu
ss

io
n 

of
 

th
ei

r 
w

or
k 

la
te

r 
in

 t
hi

s 
ch

ap
te

r.
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m
or

e 
to

 t
he

 c
or

re
ct

io
n

 o
f 

th
is

 la
ck

 t
ha

n
 t

o 
th

e 
de

sc
ri

pt
io

n
 o

f 
ar

ch
i

te
ct

ur
e’

 (
19

92
, 5

),
 k

n
ow

in
g 

th
at

 ‘h
is

 e
n

ti
re

 c
on

st
ru

ct
io

n
, t

h
e 

en
ti

re
 

 ed
ifi

ce
 o

f 
hi

s 
A

es
th

et
ic

s,
 d

ep
en

ds
 o

n 
it

’ (
5)

.27
  T

hi
s 

co
rr

ec
ti

on
 r

em
ai

ns
 

un
ce

rt
ai

n
 b

ec
au

se
 it

 d
ep

en
d

s 
on

 ‘i
n

de
pe

n
de

n
t 

ar
ch

it
ec

tu
re

’ (
H

eg
el

 
20

10
, 6

53
).

 S
uc

h
 in

de
pe

n
de

n
ce

 is
 p

ro
bl

em
at

ic
 f

or
 H

ol
li

er
, ‘

fo
r 

it
 is

 
h

ar
d

 t
o 

co
n

ce
iv

e 
of

 a
 b

ui
ld

in
g 

ex
em

pt
 f

ro
m

 u
ti

li
ta

ri
an

 s
pa

ce
, o

n
e 

w
ho

se
 o

nl
y 

pu
rp

os
e 

is
 a

es
th

et
ic

’ (
8)

. 
N

ot
w

it
h

st
an

d
in

g 
h

ow
 ‘a

w
kw

ar
d

’ (
5)

 H
eg

el
’s

 d
is

co
ur

se
 o

n
 t

h
e 

be
gi

n
n

in
gs

 o
f 

ar
t 

m
ay

 b
e,

 i
t 

un
de

rl
in

es
 h

is
 p

oi
n

t 
of

 A
ufh

eb
un

g,
 i

n
 

w
h

ic
h

 e
ve

ry
 m

om
en

t 
bo

th
 a

n
n

ih
il

a
te

s
 a

n
d

 s
a

v
e

s
 t

h
e 

pr
ec

ed


in
g 

on
e,

 in
de

pe
n

de
n

tl
y 

of
 it

s 
tr

ut
h

va
lu

e.
 T

h
e 

H
eg

el
ia

n
 e

d
ifi

ce
 m

ay
 

be
 a

n 
ex

em
pl

ar
y 

ge
st

ur
e 

of
 a

 c
on

st
ru

ct
io

n 
co

ns
tr

uc
te

d 
pu

re
ly

 o
n 

th
e 

po
ss

ib
il

it
y 

of
 c

on
st

ru
ct

io
n.

 It
 d

efi
ne

s 
ar

t a
s 

an
 in

de
pe

nd
en

t c
on

st
ru

c
ti

on
, a

n
d

 b
y 

co
n

st
ru

ct
in

g 
L

ec
tu

re
s 

on
 A

es
th

et
ic

s 
as

 a
n

 in
de

pe
n

de
n

t 
co

n
st

ru
ct

io
n

 p
re

te
n

d
s 

co
n

se
qu

en
tl

y 
to

 p
ro

ve
 i

t.
 O

f 
co

ur
se

, s
uc

h
 a

 
pr

oo
f i

s 
el

li
pt

ic
al

, p
ro

vi
ng

 n
ot

hi
ng

 b
ut

 it
s 

in
de

pe
nd

en
ce

 fr
om

 r
ea

li
ty

. 
N

ev
er

 th
el

es
s,

 in
 it

s 
lo

gi
c 

an
d 

co
ns

is
te

nc
y 

it
 d

em
on

st
ra

te
s 

an
 a

es
th

et


ic
 th

eo
ry

, f
ro

m
 w

hi
ch

 th
e 

di
sc

ou
rs

e 
on

 a
rt

, o
r 

ra
th

er
 th

e 
di

sc
ou

rs
e 

as
 

ar
t,

 a
pp

ea
rs

 a
s 

a 
lo

gi
ca

l c
on

cl
us

io
n.

 
W

ha
t 

I 
am

 in
te

re
st

ed
 in

 h
er

e 
is

 n
ot

 t
he

 la
ck

 o
f 

a 
‘t

ru
e’

 o
ri

gi
n 

in
 

H
eg

el
’s

 e
di

fi
ce

, o
n

e 
id

en
ti

ca
l w

it
h 

a 
fa

ct
ua

l b
eg

in
n

in
g,

 b
ut

 t
he

 v
er

y 
co

nc
lu

si
ve

ne
ss

 o
f h

is
 w

or
k.

 B
y 

te
rm

in
at

in
g 

th
e 

su
cc

es
si

ve
 s

us
pe

ns
io

n 

of
 t

he
 ‘p

ar
ti

cu
la

r 
ar

ts
’ (

ar
ch

it
ec

tu
re

, s
cu

lp
tu

re
, p

ai
nt

in
g,

 m
us

ic
, a

nd
 

po
et

ry
) 

in
 H

eg
el

’s
 o

w
n

 w
or

k,
 L

ec
tu

re
s 

on
 A

es
th

et
ic

s,
 ‘a

rt
 t

ra
n

sc
en

ds
 

it
se

lf
 a

nd
 b

ec
om

es
 p

ro
se

’ (
H

eg
el

 2
01

0,
 8

9)
. I

n 
ot

he
r 

w
or

ds
, a

rt
 it

se
lf

 is
 

de
ad

. F
or

 H
eg

el
 it

 is
 d

ea
th

 a
s 

th
e 

e
n

d
 o

f 
ar

t,
 a

s 
op

po
se

d 
to

  B
at

ai
lle

, 
fo

r 
w

h
om

 d
ea

th
 i

s 
at

 t
h

e 
o

r
ig

in
 o

f 
ar

t.
 T

h
e 

la
ck

 o
f 

an
 o

ri
gi

n
 i

n
 

 H
eg

el
’s

 w
or

k 
is

 n
ot

 a
 la

ck
 a

t 
al

l;
 o

n
 t

he
 c

on
tr

ar
y,

 it
 is

 it
s 

ve
ry

 f
or

ce
, 

si
n

ce
 o

n
ly

 t
h

e 
la

ck
 o

f 
an

 o
ri

gi
n

, w
h

ic
h

 w
ou

ld
 li

n
k 

it
 t

o 
a 

tr
ad

it
io

n
, 

al
lo

w
s 

it
 t

o 
h

av
e 

a 
de

fi
n

it
e 

co
n

cl
us

io
n

, t
h

us
 d

is
co

n
n

ec
ti

n
g 

it
 f

ro
m

 
 tr

ad
it

io
n:

 a
n 

in
de

pe
nd

en
t 

ar
t 

w
or

k.
 

T
h

e 
se

em
in

g 
in

de
pe

n
de

n
ce

 in
 B

at
ai

ll
e’

s 
id

ea
 o

f 
ar

t 
is

, i
n

 c
on


tr

as
t 

to
 H

eg
el

’s
, d

ri
ve

n
 t

o 
tr

an
sg

re
ss

 t
h

e 
pr

oh
ib

it
io

n
s 

im
po

se
d

 o
n

 
 so

ci
et

y 
by

 th
e 

or
ig

in
 o

f t
he

 e
xp

er
ie

nc
e 

of
 d

ea
th

. T
ra

ns
gr

es
si

on
 is

 n
ot

 
an

 e
nd

, b
ut

 a
 r

et
ur

n 
to

 d
ea

th
 a

s 
an

 o
ri

gi
n.

 In
 e

co
no

m
ic

 te
rm

s 
H

eg
el

’s
 

su
sp

en
si

on
 o

f 
a 

m
om

en
t 

fo
r 

th
e 

sa
ke

 o
f 

a 
ne

w
 o

ne
 c

or
re

sp
on

ds
 w

it
h 

th
e 

pr
in

ci
pl

e 
of

 ‘c
re

at
iv

e 
de

st
ru

ct
io

n’
, c

la
im

ed
 in

 t
he

 e
ar

ly
 t

w
en

ti
et

h 
ce

nt
ur

y 
as

 o
n

e 
of

 t
he

 d
ri

vi
n

g 
pr

in
ci

pl
es

 o
f 

ca
pi

ta
li

sm
 b

y 
th

e 
ec

on
o

m
is

t J
os

ep
h 

A
. S

ch
um

pe
te

r 
(2

01
3,

 8
1–

86
).

 C
on

se
qu

en
tl

y,
 it

s 
op

po
si

te
, 

‘d
es

tr
uc

ti
ve

 c
re

at
io

n’
, s

ho
ul

d 
be

 c
al

le
d 

on
e 

of
 t

he
 d

ri
vi

n
g 

pr
in

ci
pl

es
 

of
 a

nt
i

 ca
pi

ta
li

sm
. T

hi
s 

be
co

m
es

 c
le

ar
 in

 B
at

ai
lle

’s
 b

oo
k 

on
  p

ol
it

ic
al

 
ec

on
om

y,
 T

he
 A

cc
ur

se
d 

Sh
ar

e,
 w

h
er

e 
h

e 
cl

ar
ifi

es
 h

is
 ‘n

ot
io

n
 o

f 
a 

“g
en

er
al

 e
co

n
om

y”
 i

n
 w

h
ic

h
 t

h
e 

“e
xp

en
d

it
ur

e”
 (

th
e 

“c
on

su
m

pt
io

n”
) 

of
 w

ea
lt

h,
 r

at
he

r 
th

an
 p

ro
du

ct
io

n
, [

is
] t

he
 p

ri
m

ar
y 

ob
je

ct
’ (

20
13

, 9
).
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 H
ol

li
er

 r
ef

er
s 

to
 H

eg
el

's
 le

ct
ur

es
 o

n 
ae

st
he

ti
cs

, b
ut

 a
ls

o 
to

 t
he

 s
ys

te
m

 o
r 

th
eo

ry
 o

f 
ae

st
he

ti
cs

 H
eg

el
 c

on
st

ru
ct

s.
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W
hi

le
 ‘c

re
at

iv
e 

de
st

ru
ct

io
n’

 is
 a

 d
es

tr
uc

ti
on

 th
at

 h
as

 c
re

at
io

n,
 o

r 
pr

o
du

ct
io

n,
 a

s 
it

s 
pr

im
ar

y 
ob

je
ct

, ‘
de

st
ru

ct
iv

e 
cr

ea
ti

on
’ i

s 
a 

c
re

a
ti

o
n 

th
a

t 
h

a
s

 d
e

s
tr

u
c

ti
o

n
, 

o
r 

e
x

p
e

n
d

it
u

re
/c

o
n

s
u

m
p

ti
o

n
, 

a
s 

it
s 

o
b

je
c

ti
v

e
. 

P
u

t 
in

 a
 f

o
rm

u
la

: 
w

h
e

re
a

s 
H

e
g

e
l 

h
a

s 
d

e
s

tr
o

y
e

d
 t

h
e

 c
o

n
c

e
p

t 
o

f 
a

r
t 

in
 o

r
d

e
r

 t
o

 p
r

o
d

u
c

e 
h

im
 se

lf
 (

n
o

th
in

g
 b

u
t 

h
im

se
lf

),
 a

n
d

 t
h

e
 m

e
a

n
s 

o
f 

th
is

 
p

ro
d

u
c

ti
o

n
 c

a
n

 b
e

 c
a

ll
e

d
 ‘

c
o

n
s

tr
u

c
ti

o
n

’ 
 B

a
ta

il
le

 h
a

s 
c

re
a

te
d

 a
 c

o
n

c
e

p
t 

o
f 

a
rt

 i
n

 o
rd

e
r 

to
 e

x
p

e
n

d
 h

im
s

e
lf

 
(n

o
th

in
g

 b
u

t 
h

im
s

e
lf

),
 a

n
d

 t
h

e
 m

e
a

n
s

 o
f 

th
is

 e
x


p

e
n

d
it

u
re

 c
a

n
 b

e
 c

a
ll

e
d

 ‘
n

o
n

c
o

n
s

tr
u

c
ti

o
n

’. 
In

 h
is

 a
rt

i
cl

e 
ag

ai
ns

t a
rc

hi
te

ct
ur

e 
in

 D
oc

um
en

ts
 a

nd
 h

is
 c

la
im

 o
f ‘

th
e 

bi
rt

h 
of

 a
rt

’ 
in

 ‘p
re

hi
st

or
ic

 p
ai

nt
in

g’
, B

at
ai

lle
 s

it
ua

te
s 

th
e 

or
ig

in
 o

f 
ar

t 
ex

pl
ic

it
ly

 
no

t 
in

 a
rc

hi
te

ct
ur

e 
an

d 
th

us
 im

pl
ic

it
ly

 a
ga

in
st

 H
eg

el
.

B
en

ja
m

in
, 

fo
r 

h
is

 p
ar

t,
 r

ea
d

s 
H

eg
el

 ‘u
n

d
er

 t
h

e 
in

fl
ue

n
ce

 o
f 

[T
he

od
or

 W
.] 

A
do

rn
o 

an
d 

[B
er

th
ol

d]
 B

re
ch

t 
[…

] d
ur

in
g 

th
e 

el
ab

or
a

ti
on

 o
f 

th
e 

A
rc

ad
es

 P
ro

je
ct

’ (
P

al
m

ie
r 

20
09

, 6
1;

 m
y 

tr
an

sl
at

io
n)

, w
it

h 
th

e 
ai

m
 o

f 
ov

er
co

m
in

g 
bo

th
 H

eg
el

ia
n

 a
n

d 
M

ar
xi

an
 t

he
or

y 
in

 a
 n

ew
 

 ep
is

te
m

ol
ogy

. A
do

rn
o 

bu
il

ds
 h

is
 c

ri
ti

qu
e 

of
 H

eg
el

ia
n

 c
on

st
ru

ct
io

n 
on

 B
en

ja
m

in
’s

 t
ec

hn
iq

ue
 o

f 
m

on
ta

ge
 u

se
d 

in
 t

he
 A

rc
ad

es
 P

ro
je

ct
 a

nd
 

on
 ‘t

he
 p

ro
du

ct
s 

of
 m

as
s 

cu
lt

ur
e 

in
 w

hi
ch

 p
ro

fi
t 

is
 h

id
de

n 
an

d 
w

ho
se

 
tr

ac
e 

th
ey

 b
ar

e 
ev

en
 i

n
 s

up
po

se
d

ly
 s

oc
ia

li
st

 c
ou

n
tr

ie
s’

 (
20

15
, 

76
).

 
A

do
rn

o 
th

us
 h

in
ts

 a
t B

re
ch

t,
 w

ho
 ‘d

id
 in

 fa
ct

 v
al

ue
 S

o
n

g
s

ty
le

 a
bo

ve
 

at
on

al
it

y 
an

d 
tw

el
ve

t
on

e 
te

ch
ni

qu
e,

 w
hi

ch
 w

as
 fo

r 
hi

m
 s

us
pi

ci
ou

sl
y 

ro
m

an
ti

c 
in

 it
s 

ex
pr

es
si

ve
ne

ss
’ (

76
).

 B
ut

 A
do

rn
o 

al
so

 h
in

ts
 a

t 
B

en
ja


m

in
 in

 h
is

 c
ri

ti
qu

e 
of

 t
he

 W
or

k 
of

 A
rt

 e
ss

ay
, w

ri
ti

ng
: 

T
h

e 
fa

il
ur

e 
of

 B
en

ja
m

in
’s

 g
ra

n
d

ly
 c

on
ce

iv
ed

 th
eo

ry
 o

f r
e

pr
od

uc
ti

on
 re

m
ai

ns
 th

at
 it

s 
bi

po
la

r 
ca

te
go

ri
es

 m
ak

e 
it

 im


po
ss

ib
le

 t
o 

di
st

in
gu

is
h 

be
tw

ee
n 

a 
co

nc
ep

ti
on

 o
f 

ar
t 

th
at

 
is

 f
re

e 
of

 id
eo

lo
gy

 t
o 

it
s 

co
re

 a
nd

 t
he

 m
is

us
e 

of
 a

es
th

et
ic

 
ra

ti
on

al
it

y 
fo

r 
m

as
s 

ex
pl

oi
ta

ti
on

 a
nd

 m
as

s 
do

m
in

at
io

n,
 a

 
po

ss
ib

il
it

y 
he

 h
ar

dl
y 

to
uc

he
s 

up
on

. (
20

15
, 7

7)
 

I 
w

ou
ld

 a
rg

ue
 a

ga
in

st
 A

do
rn

o 
th

at
 B

en
ja

m
in

 d
oe

s 
n

ot
 r

ef
er

 t
o 

‘a
es


th

et
ic

 r
at

io
n

al
it

y’
 a

s 
a 

to
ol

. N
or

 d
oe

s 
h

e 
cl

ai
m

 t
o 

pr
ov

id
e 

a 
co

n
ce

p
ti

on
 o

f 
ar

t t
ha

t i
s 

un
re

la
te

d 
to

 id
eo

lo
gy

. R
at

he
r,

 h
e 

is
 c

on
ce

rn
ed

 w
it

h 
th

e 
pr

e
 o

r 
po

st
r

at
io

na
l m

at
er

ia
l c

on
di

ti
on

s 
of

 m
as

s 
pr

od
uc

ti
on

 a
nd

 
co

ns
um

pt
io

n 
an

d 
an

 a
rt

 t
ha

t 
is

 a
bl

e 
to

 e
m

an
ci

pa
te

 f
ro

m
 id

eo
lo

gi
ca

l 
co

nd
it

io
ns

. H
e 

ap
pe

ar
s 

to
 s

ug
ge

st
 a

 p
ol

it
ic

is
ed

 u
se

 o
f a

es
th

et
ic

 ra
ti

on


al
it

y 
di

am
et

ri
ca

ll
y 

op
po

se
d 

to
 A

do
rn

o’
s 

in
te

rp
re

ta
ti

on
: t

ha
t 

is
 to

 s
ay

, 
a 

m
is

us
e 

of
 f

as
ci

st
 a

es
th

et
ic

 m
as

s 
ra

ti
on

al
it

y 
fo

r 
a 

co
m

in
g 

to
 t

er
m

s 
w

it
h 

th
e 

pr
es

en
t 

by
 a

rt
is

ti
c 

m
as

s 
ex

pe
ri

en
ce

. 
A

do
rn

o’
s 

re
as

on
in

g,
 a

cc
or

d
in

g 
to

 w
h

ic
h

 ‘i
t 

is
 t

h
e 

fa
ta

li
ty

 o
f 

al
l 

co
nt

em
po

ra
ry

 a
rt

 th
at

 it
 is

 c
on

ta
m

in
at

ed
 b

y 
th

e 
un

tr
ut

h 
of

 th
e 

ru
li

ng
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to
ta

li
ty

’ (
20

15
, 

77
),

 i
s 

al
ar

m
in

gl
y 

ap
pl

ic
ab

le
 t

o 
co

n
te

m
p

or
ar

y 
ar

t.
  

H
is

 c
la

im
, h

ow
ev

er
, t

ha
t 

‘c
on

st
ru

ct
io

n 
is

 c
ur

re
nt

ly
 t

he
 o

nl
y 

po
ss

ib
le

 
fo

rm
 th

at
 th

e 
ra

ti
on

al
 e

le
m

en
t i

n 
th

e 
ar

tw
or

k 
ca

n 
ta

ke
’ (

77
) i

s 
pr

ec
is

e
ly

 w
ha

t 
I 

qu
es

ti
on

 b
y 

se
tt

in
g 

up
 t

he
 t

er
m

 n
on

c
on

st
ru

ct
io

n 
w

it
h 

th
e 

he
lp

 o
f 

B
en

ja
m

in
’s

 c
on

ce
pt

 o
f 

‘t
ac

ti
le

 a
pp

ro
pr

ia
ti

on
’. 

A
do

rn
o 

cl
ai

m
s 

th
at

 ‘i
t c

ou
nt

s 
am

on
g 

th
e 

m
os

t p
ro

fo
un

d 
in

si
gh

ts
 

of
 H

eg
el

’s
 A

es
th

et
ic

s t
ha

t l
on

g 
be

fo
re

 c
on

st
ru

ct
iv

is
m

 it
 re

co
gn

iz
ed

 th
is

 
tr

ul
y 

di
al

ec
ti

ca
l r

el
at

io
n 

an
d 

lo
ca

te
d 

th
e 

su
bj

ec
ti

ve
 s

uc
ce

ss
 o

f t
he

 a
rt


w

or
k 

in
 t

he
 d

is
ap

pe
ar

an
ce

 o
f 

th
e 

su
bj

ec
t 

in
 t

he
 a

rt
w

or
k’

 (7
8)

 .28
 H

ow


ev
er

, o
nl

y 
be

ca
us

e 
ar

t 
pr

od
uc

es
 a

 c
on

tr
ad

ic
to

ry
 ‘p

ol
em

ic
al

 in
te

rv
en


ti

on
 o

f 
th

e 
su

bj
ec

t 
in

 s
ub

je
ct

iv
e 

re
as

on
 b

y 
a 

su
rp

lu
s 

of
 t

he
 s

ub
je

ct
’s

 
ow

n 
m

an
if

es
ta

ti
on

 b
ey

on
d 

th
at

 in
 w

hi
ch

 it
 w

an
ts

 to
 n

eg
at

e 
it

se
lf

’ (
79

),
 

ac
co

rd
in

g 
to

 A
do

rn
o,

 ‘c
an

 a
rt

 s
om

eh
ow

 s
ti

ll
 s

ur
vi

ve
’ (

79
).

In
 B

en
ja

m
in

’s
 c

on
ce

pt
io

n 
of

 th
e 

w
or

k 
of

 a
rt

, h
ow

ev
er

, t
he

 su
bj

ec
t 

do
es

 n
ot

 a
pp

ea
r 

by
 m

ea
ns

 o
f a

 s
ur

pl
us

 o
f s

ub
je

ct
iv

it
y 

as
 in

 a
  H

eg
el

ia
n 

co
ns

tr
uc

ti
on

 —
 in

 w
hi

ch
 s

ub
je

ct
iv

it
y 

is
 h

id
de

n 
ra

th
er

 th
an

 e
li

m
in

at
ed

 
fr

om
 th

e 
be

gi
nn

in
g.

 T
he

  s
ub

je
ct

 
ap

pe
ar

s 
by

 e
li

m
in

at
io

n 
of

 th
e 

ar
t  

w
or

k 
as

 a
 c

on
te

m
pl

at
ed

 o
bj

ec
t.

 
A

do
rn

o’
s 

co
nc

er
ns

 th
at

 th
e 

w
or

k 
of

 a
rt

, w
h

en
 ‘t

ot
al

ly
 o

bj
ec

ti
fi

ed
, 

[…
] 

be
co

m
es

 a
 m

er
e 

fa
ct

 a
n

d
 i

s 

an
nu

lle
d 

as
 a

rt
’ (

83
),

 a
re

 c
er

ta
in

ly
 ri

gh
t.

 I 
w

ou
ld

 c
la

im
 th

at
  B

en
ja

m
in

’s
 

co
nc

ep
ti

on
 o

f 
ar

t 
qu

a 
ar

ch
it

ec
tu

re
, w

hi
ch

 c
ou

ld
 b

e 
un

de
rs

to
od

 a
s 

an
 

ob
je

ct
ifi

ca
ti

on
, d

oe
s 

n
ot

 p
ut

 a
n

 e
n

d
 t

o 
ar

t,
 b

ut
 p

re
ci

se
ly

 o
ff

er
s 

th
e 

al
te

rn
at

iv
e 

‘t
o 

tr
an

sf
or

m
 it

s 
ve

ry
 c

on
ce

pt
’ (

83
),

 w
h

ic
h

 A
do

rn
o 

w
as

 
un

ab
le

 t
o 

pr
ov

id
e.

F
ro

m
 C

on
ce

pt
ua

l A
rc

hi
te

ct
ur

e 
to

 a
 C

on
ce

pt
 o

f A
rc

hi
te

ct
ur

e
Ju

st
 

as
 c

on
ce

pt
ua

l a
rt

 is
 n

ot
 t

he
 s

am
e 

as
 h

av
in

g 
a 

co
nc

ep
t 

of
 a

rt
, t

he
 c

on


ce
pt

ua
l u

se
 o

f 
ar

ch
it

ec
tu

re
 in

 p
hi

lo
so

ph
y 

is
 n

ot
 t

he
 s

am
e 

as
 h

av
in

g 
a 

co
nc

ep
t 

of
 a

rc
hi

te
ct

ur
e 

in
 p

hi
lo

so
ph

y.
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  W
hi

le
 H

eg
el

 h
ad

 a
 c

on
st

ru
c

ti
ve

 c
on

ce
pt

 o
f 

ar
ch

it
ec

tu
re

 a
n

d
 a

pp
li

ed
 i

t 
fo

r 
th

e 
 co

n
st

ru
ct

io
n

 o
f 

h
is

 p
h

il
os

op
hy

, B
en

ja
m

in
 h

as
 a

 n
on

c
on

st
ru

ct
iv

e 
co

n
ce

pt
 o

f 
 ar

ch
i

 
te

ct
ur

e 
an

d 
do

es
 n

o
t 

ap
pl

y 
it

 t
o 

hi
s 

ph
il

os
op

hy
. T

o 
hi

s 
ph

il
os

op
hy

 
B

en
ja

m
in

 a
pp

li
es

 a
 c

on
ce

pt
 o

f 
ph

il
os

op
hy

. 
T

o 
h

av
e 

a 
n

on
c

on
st

ru
ct

iv
e 

co
n

ce
pt

 o
f 

ar
ch

it
ec

tu
re

 i
m

pl
ie

s 
th

at
 a

rc
hi

te
ct

ur
al

 c
on

st
ru

ct
io

n
 r

em
ai

n
s 

in
 t

he
 m

ed
iu

m
 o

f 
ar

ch
it

ec


tu
re

. A
rc

h
it

ec
tu

re
 is

 in
ap

pl
ic

ab
le

 t
o 

ph
il

os
op

hy
. H

ow
ev

er
, a

s 
m

ed
i

um
, o

r 
la

n
gu

ag
e,

 it
 is

 t
ra

n
sl

at
ab

le
. T

h
er

e 
is

 a
 t

ra
n

sl
at

io
n

 b
et

w
ee

n
 

th
e 

m
ed

iu
m

 o
f 

ar
ch

it
ec

tu
re

, i
ts

 la
n

gu
ag

e 
(t

he
 la

n
gu

ag
e 

of
 b

ui
ld

in
g 

as
 a

ct
iv

it
y 

an
d 

ob
je

ct
),

 a
nd

 t
he

 m
ed

iu
m

 o
f 

ph
il

os
op

hy
, i

ts
 la

ng
ua

ge
 

(t
h

e 
la

n
gu

ag
e 

of
 c

on
ce

pt
s)

. I
n

 t
h

is
 s

en
se

 B
en

ja
m

in
’s

 p
h

il
os

op
hy

 is
 

no
n

co
ns

tr
uc

ti
ve

, n
ot

 in
 a

n 
ap

pl
ic

at
io

n 
of

 a
 c

on
ce

pt
ua

l a
rc

hi
te

ct
ur

e 
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 L
ik

e 
H

ol
li

er
, A

do
rn

o 
re

fe
rs

 t
o 

bo
th

 
H

eg
el

’s
 b

oo
k 

an
d 

th
eo

re
ti

ca
l s

ys
te

m
 o

f 
ae

st
he

ti
cs

.

29
 

 C
om

pa
re

 w
it

h 
D

el
eu

ze
’s

 s
ea

rc
h 

fo
r 

a 
co

nc
ep

t 
of

 d
iff

er
en

ce
. F

or
 D

el
eu

ze
, ‘

w
it

h 
A

ri
st

ot
le

, p
hi

lo
so

ph
y 

w
as

 a
bl

e 
to

 p
ro

vi
de

 
it

se
lf

 w
it

h 
an

 o
rg

an
ic

 r
ep

re
se

nt
at

io
n 

of
 

di
ff

er
en

ce
, w

it
h 

G
ot

tf
ri

ed
 W

il
he

lm
 

 L
ei

bn
iz

 a
nd

 G
eo

rg
 W

il
he

lm
 F

ri
ed

ri
ch

 
H

eg
el

 a
n 

or
gi

as
ti

c 
re

pr
es

en
ta

ti
on

: i
t 

ha
s 

no
t,

 fo
r 

al
l t

ha
t,

 r
ea

ch
ed

 d
iff

er
en

ce
 in

 
it

se
lf

’ (
20

12
b,

 x
iv

).
 D

el
eu

ze
 w

ri
te

s 
in

 h
is

 
pr

ef
ac

e 
to

 t
he

 E
ng

li
sh

 e
di

ti
on

 o
f 

D
iff

er
-

en
ce

 a
nd

 R
ep

et
it

io
n 

th
at

 ‘t
he

y 
ha

d 
in

tr
o

du
ce

d 
di

ff
er

en
ce

 in
to

 t
he

 id
en

ti
ty

 o
f 

th
e 

co
nc

ep
t,

 t
he

y 
ha

d 
pu

t 
di

ff
er

en
ce

 in
 t

he
 

co
nc

ep
t 

it
se

lf
, t

he
re

by
 r

ea
ch

in
g 

a 
co

n
ce

pt
ua

l d
iff

er
en

ce
, b

ut
 n

ot
 a

 c
on

ce
pt

 o
f 

di
ff

er
en

ce
’ (

xi
ii

).
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to
 p

h
il

os
op

hy
 (

n
ei

th
er

 a
s 

if
 p

h
i

lo
so

ph
y 

w
er

e 
co

ns
tr

uc
te

d 
no

r 
as

 
if

 i
t 

w
er

e 
n

on
c

on
st

ru
ct

ed
) 

bu
t 

in
 t

h
e 

u
s

e
 o

f 
a 

co
n

ce
pt

 o
f 

ar


ch
it

ec
tu

re
 a

s 
n

on
c

on
st

ru
ct

iv
e 

fo
r 

ph
il

os
op

hi
ca

l p
ur

po
se

s.
 30

 T
o 

ha
ve

 a
 c

on
ce

pt
 o

f a
rc

hi
te

ct
ur

e 
as

 
no

n
co

ns
tr

uc
ti

ve
 d

oe
s 

no
t m

ea
n 

to
 d

is
pe

n
se

 w
it

h
 c

on
st

ru
ct

io
n

 i
n

 a
rc

h
it

ec
tu

re
. I

n
st

ea
d

 i
t 

m
ea

n
s 

to
 

pr
op

os
e 

it
s 

us
e 

va
lu

e 
an

d 
it

s 
in

he
re

nt
 c

on
su

m
m

at
io

n 
‘b

y 
a 

co
lle

ct
iv


it

y 
in

 a
 s

ta
te

 o
f 

d
is

tr
ac

ti
on

’ a
s 

th
e 

co
n

ce
pt

ua
l b

as
e 

of
 a

rc
h

it
ec

tu
re

 
(B

en
ja

m
in

 2
00

7a
, 2

39
).

E
qu

al
ly

, t
h

e 
ar

ch
it

ec
tu

ra
l b

ac
kg

ro
un

d
 i

n
 m

y 
pr

ac
ti

ce
 s

h
ou

ld
 

n
ot

 b
e 

m
is

ta
ke

n
 a

s 
a 

co
n

ce
pt

ua
l u

se
 o

f 
ar

ch
it

ec
tu

re
 in

 a
rt

 p
ra

ct
ic

e.
 

In
st

ea
d,

 m
y 

pr
ac

ti
ce

 a
dd

re
ss

es
 (o

r 
re

se
ar

ch
es

) 
th

e 
co

n
ce

pt
 o

f 
ar

ch
i

te
ct

ur
e 

in
 a

rt
 p

ra
ct

ic
e.

 It
 is

 n
ot

 m
is

ta
ke

n 
to

 a
ss

oc
ia

te
 th

is
 a

rt
 p

ra
ct

ic
e 

w
it

h 
de

st
ru

ct
io

n 
as

 lo
ng

 a
s 

de
st

ru
ct

io
n 

is
 n

ot
 t

he
 m

ea
ns

 b
ut

 t
he

 e
nd

. 
In

 a
ny

 c
as

e,
 it

s 
m

ea
ns

 is
 n

ot
 c

on
st

ru
ct

io
n,

 w
hi

ch
 a

pp
ea

rs
 o

nl
y 

as
 a

n 
eff

ec
t o

f a
 m

at
er

ia
li

st
 p

ra
ct

ic
e 

th
at

 u
se

s 
an

d 
co

ns
um

es
 th

e 
m

at
er

ia
l a

t 
it

s 
di

sp
os

al
. I

na
sm

uc
h 

as
 t

he
 m

ea
ns

 o
f 

th
is

 a
rt

 p
ra

ct
ic

e 
is

 n
o

t 
co

n
st

ru
ct

io
n 

w
it

h 
an

 (o
pe

n)
 e

nd
 in

 d
es

tr
uc

ti
on

, t
he

 e
th

os
 o

r 
us

e 
of

 t
hi

s 
pr

ac
ti

ce
 is

 n
on

c
on

st
ru

ct
iv

e.
  

H
ab

it
ua

l O
ri

gi
ns

 o
f 

A
rt

B
at

ai
ll

e 
m

ay
 h

av
e 

be
en

 r
ig

ht
 t

o 
 si

tu
at

e 
th

e 
‘b

ir
th

 o
f a

rt
’ i

n 
pr

eh
is

to
ri

c 
pa

in
ti

ng
 a

nd
 ‘a

ga
in

st
 a

rc
hi

te
ct

ur
e’.

 It
 is

 
a 

be
gi

nn
in

g 
th

at
 b

eg
in

s 
w

it
h 

us
, h

om
o 

sa
pi

en
s.

 O
ur

 fi
rs

t 
c

o
n

s
tr

u
c


ti

o
n

 w
as

 d
ea

th
, o

r 
ra

th
er

, ‘
m

an
 a

ch
ie

ve
s 

aw
ar

en
es

s 
of

 d
ea

th
, a

n
d 

th
er

ew
it

h 
w

ra
ps

 it
 in

 p
ro

hi
bi

ti
on

s’
 (B

at
ai

lle
 19

80
, 2

9)
. T

he
 tr

an
sg

re
s

si
on

 o
f t

he
 p

ro
hi

bi
ti

on
s 

ge
n

er
at

ed
 b

y 
th

is
 c

on
st

ru
ct

io
n

, a
cc

or
di

n
g 

to
 

 B
at

ai
lle

, i
s 

th
e 

pl
ay

 o
f 

ar
t.

 I
t 

is
 w

ha
t 

de
fi

ne
s 

th
e 

hu
m

an
 n

ot
 a

s 
H

om
o 

sa
pi

en
s b

ut
 a

s 
H

om
o 

lu
de

ns
.31

 T
hi

s 
pl

ay
, o

pp
os

in
g 

co
ns

tr
uc

ti
on

, i
s 

al
so

 
ag

ai
n

st
 t

h
e 

co
n

st
ru

ct
iv

e 
n

at
ur

e 
of

 m
an

, w
h

os
e 

fi
rs

t 
co

n
st

ru
ct

io
n

 
w

as
 t

he
 a

w
ar

en
es

s 
of

 d
ea

th
. I

n 
op

po
si

ti
on

 t
o 

co
ns

tr
uc

ti
on

, h
ow

ev
er

, 
 B

at
ai

lle
 p

ut
s 

ar
ch

it
ec

tu
re

 fi
rs

t.
B

en
ja

m
in

 d
oe

s 
n

ot
 p

ut
 a

rc
hi

te
ct

ur
e 

fi
rs

t.
 I

n
st

ea
d,

 h
e 

st
re

ss
es

 
th

e 
im

pe
ri

sh
ab

il
it

y 
of

 a
rc

h
it

ec
tu

re
 c

om
pa

re
d

 w
it

h
 o

th
er

 a
rt

 f
or

m
s 

an
d 

th
e 

‘la
w

s 
of

 it
s 

pe
rc

ep
ti

on
’ (

20
07

a,
 2

39
),

 w
hi

ch
 m

ig
ht

 b
e 

re
la

te
d 

to
 t

h
e 

fa
ct

 t
h

at
 ‘t

h
e 

h
um

an
 n

ee
d

 f
or

 s
h

el
te

r 
is

 la
st

in
g’

 (
24

0)
. A

rc
h

i
te

ct
ur

e’
s 

bi
rt

h
ri

gh
t 

is
 q

ua
li

ta
ti

ve
 e

vt
l.

 n
ot

 h
is

to
ri

ca
l.

 B
en

ja
m

in
 d

e
fi

ne
s 

an
 a

es
th

et
ic

 q
ua

li
ty

 o
f a

rc
hi

te
ct

ur
e 

as
 a

rt
 th

at
 d

iff
er

s 
fr

om
 o

th
er

  
ar

t f
or

m
s,

 r
oo

te
d

 n
ot

 in
 p

la
y 

bu
t 

in
 th

e 
n

ee
d

 fo
r 

sh
el

te
r.

 It
 b

ri
n

gs
 a

rt
 

h
o

m
e

. T
hi

s 
ho

m
e 

ha
s 

n
ot

hi
n

g 
to

 d
o 

w
it

h 
co

n
st

ru
ct

io
n

. C
on

st
ru

c
ti

on
, a

s 
fo

r 
B

at
ai

lle
, i

s 
th

e 
bi

rt
h 

of
 a

rt
 a

s 
a 

tr
an

sg
re

ss
io

n 
of

 p
ro

hi
bi


ti

on
s 

to
w

ar
ds

 d
ea

th
. A

rt
 is

 t
he

 p
la

yf
ul

 r
es

ta
gi

ng
 a

nd
 t

hu
s 

th
e 

ar
re

st
 

of
 t

he
 a

w
ar

en
es

s 
of

 d
ea

th
.32

3
0 

 R
ep

la
ci

ng
 ‘u

se
’ w

it
h 

‘c
on

su
m

pt
io

n’
, 

sh
ow

s 
th

e 
pr

ox
im

it
y 

to
 B

at
ai

lle
.
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 I
t 

sh
ou

ld
 b

e 
no

te
d 

he
re

 th
at

  C
ar

ol
us

 
L

in
na

eu
s 

in
 t

he
 fi

rs
t 

ni
ne

 e
di

ti
on

s 
of

  
hi

s 
Sy

st
em

a 
na

tu
ra

e 
no

t 
on

ly
 p

la
ce

s 
 

H
om

o 
in

 r
ow

 w
it

h,
 r

at
he

r 
th

an
 a

bo
ve

,  
th

e 
pr

im
at

es
, b

ut
 h

e 
al

so
 r

ef
ra

in
s 

fr
om

 
gi

vi
ng

 ‘a
ny

 s
pe

ci
fi

c 
id

en
ti

fy
in

g 
ch

ar
ac


te

ri
st

ic
 n

ex
t 

to
 t

he
 g

en
er

ic
 n

am
e 

H
om

o,
 

on
ly

 t
he

 o
ld

 p
hi

lo
so

ph
ic

al
 a

da
ge

: n
os

ce
  

te
  ip

su
m

 (k
no

w
 y

ou
rs

el
f)

’ (
A

ga
m

be
n 

 
20

0
4,

 2
5)

. G
io

rg
io

 A
ga

m
be

n
 s

ug
ge

st
s 

th
at

 e
ve

n 
th

e 
ad

di
ti

on
 s

ap
ie

ns
 f

ro
m

  
th

e 
te

nt
h 

ed
it

io
n 

on
w

ar
ds

 ‘a
ss

ig
ns

 n
ot

  
a 

gi
ve

n,
 b

ut
 r

at
he

r 
an

 im
pe

ra
ti

ve
 a

s 
a 

sp
ec

ifi
c 

di
ff

er
en

ce
’ (

25
).

 

3
2 

 D
el

eu
ze

 a
nd

 F
él

ix
 G

ua
tt

ar
i w

ri
te

: ‘
ar

t 
pr

es
er

ve
s’

 (1
99

4,
 1

63
).

 I
m

m
an

ue
l K

an
t 

w
ri

te
s:

 ‘b
y 

an
 a

rc
hi

te
ct

on
ic

 I
 u

nd
er

st
an

d 
th

e 
ar

t 
of

 s
ys

te
m

s’
 (1

99
8,

 6
91

).
 F

or
 

D
el

eu
ze

 a
nd

 G
ua

tt
ar

i ‘
ar

t 
be

gi
ns

 n
ot

 w
it

h 
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B
e

n
ja

m
in

 d
e

p
o

se
s 

a
rt

 f
ro

m
 i

ts
 o

ri
g

in
a

l 
a

rc
h

it
e

c


to
n

ic
s 

o
f 

c
o

m
p

o
si

ti
o

n
 t

o
 i

ts
 a

rc
h

it
e

c
tu

ra
l 

o
ri

g
in

a
li

ty
 

o
f 

h
a

b
it

. T
hi

s 
or

ig
in

al
it

y 
m

ay
 n

ot
 y

et
 b

e 
ar

t,
 b

ut
 w

it
ho

ut
 it

 th
er

e 
is

 
n

o 
ar

t.
 B

en
ja

m
in

’s
 a

ch
ie

ve
m

en
t 

w
it

h 
re

ga
rd

 t
o 

th
e 

te
ch

n
ic

al
 o

ri
gi

n
 

of
 a

n
 a

rt
 o

f 
m

as
se

s 
is

 t
h

at
 a

rt
 c

an
 e

xi
st

 in
 a

 h
ab

it
ua

l e
nv

ir
on

m
en

t.
  

A
rt

, e
ve

n
 t

h
ou

gh
 it

 m
ay

 b
e 

a 
bl

oc
k 

of
 s

en
sa

ti
on

s,
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on

n
ec

ti
on

s 
[a

re
] s

im
pl

e,
 a

n
d

 s
om

e 
sp

ac
es

, s
uc

h
 

as
 t

h
e 

m
ai

n
 le

ct
ur

e 
h

al
l,

 [c
an

] 
be

 p
er

ce
iv

ed
 f

ro
m

 v
ar

io
us

 p
ar

ts
 o

f 
th

e 
bu

il
di

ng
 b

ec
au

se
 t

he
ir

 v
ol

um
es

 [i
nt

er
se

ct
] w

it
h 

th
e 

ot
he

r 
sp

ac
es

 
of

 t
he

 s
ch

oo
l’ 

(2
).

T
hi

s 
‘li

qu
ef

ac
ti

on
’ o

f 
ci

rc
ul

at
io

n
, c

ha
ra

ct
er

is
ti

c 
of

 b
ot

h 
bu

il
d

in
gs

, i
s 

ex
te

n
de

d
 t

o 
‘u

n
d

iv
id

ed
 fl

oo
r 

sp
an

s 
[d

]i
ff

er
en

ti
at

ed
 o

n
ly

 b
y 

m
ob

il
e 

pa
rt

it
io

n
s 

[s
ug

ge
st

in
g]

 in
fo

rm
al

 a
cc

es
s 

an
d

 t
h

e 
in

te
gr

at
io

n
 

of
 p

ro
gr

am
m

es
 w

it
h

in
 a

 c
on

ti
n

uo
us

ly
 m

ob
il

e 
an

d
 fl

ex
ib

le
 w

h
ol

e’
 

( S
pe

n
ce

r 
20

11
, 1

6
).

 ‘T
h

e 
ov

er
ar

ch
in

g 
pr

in
ci

pl
e 

of
 o

rg
an

iz
at

io
n’

, a
p

pa
re

nt
 in

 b
ot

h 
bu

il
di

ng
s,

 ‘i
s 

de
si

gn
ed

 t
o 

pr
ec

lu
de

 t
he

 e
st

ab
li

sh
m

en
t 

of
 a

ny
 fi

xe
d 

pa
tt

er
n 

of
 o

cc
up

at
io

n 
or

 c
on

si
st

en
t i

de
nt

ifi
ca

ti
on

 o
f 

ce
r

ta
in

 s
pa

ce
s 

w
it

h 
ce

rt
ai

n
 p

ro
gr

am
m

es
’, 

w
hi

ch
 a

cc
or

d
in

g 
to

 S
pe

n
ce

r 

is
 ‘a

 p
ri

n
ci

pl
e 

of
 “

de
te

rr
it

or
ia

li
sa

ti
on

”’
 (

16
).

 T
he

 a
rc

hi
te

ct
s 

L
ac

at
on

 
&

  V
as

sa
l 

of
 t

h
e 

sc
h

oo
l 

in
 N

an
te

s 
d

es
ig

n
ed

 ‘d
ou

bl
e

h
ei

gh
t 

un
p

ro


gr
am

m
ed

 v
ol

um
es

 [p
ro

vi
di

n
g]

 t
he

 s
ch

oo
l w

it
h 

ad
ap

ta
bl

e 
an

d 
m

ul
ti


fu

nc
ti

on
al

 s
pa

ce
s 

th
at

 w
il

l a
llo

w
 th

e 
bu

il
di

ng
 to

 b
e 

re
pu

rp
os

ed
 r

at
he

r 
th

an
 d

es
tr

oy
ed

 a
n

d 
bu

il
t 

an
ew

’ (
U

rs
pr

un
g 

20
15

, 3
).

39
 ‘U

si
n

g 
a 

st
an

d
ar

d 
su

pp
or

t 
sy

st
em

 —
 k

no
w

n,
 fo

r 
in

st
an

ce
, f

ro
m

 I
K

E
A

 s
to

ra
ge

 b
ui

ld


in
gs

, w
hi

ch
 a

llo
w

 fo
r i

m
po

rt
an

t l
oa

ds
—

th
e 

st
ru

ct
ur

e 
is

 o
pe

n 
to

 fu
tu

re
 

 re
ar

ra
ng

em
en

ts
’ (

3)
. 

M
an

ag
er

ia
l c

on
ce

pt
s 

li
ke

 t
he

 ‘U
n

iv
er

C
it

y’
 a

n
d 

th
e 

‘L
ea

rn
in

g 
L

an
ds

ca
pe

’, 
as

 d
efi

ne
d 

by
 t

he
 a

rc
hi

te
ct

ur
al

 c
on

su
lt

an
cy

 D
E

G
W

, p
ro


vi

de
 a

 u
ni

ve
rs

al
 m

an
ag

er
ia

l a
ns

w
er

 t
o 

U
rs

pr
un

g’
s 

qu
es

ti
on

 w
he

th
er

 
th

er
e 

is
 ‘a

 s
pa

ti
al

it
y 

of
 t

he
 t

ra
n

sf
or

m
at

io
n

 o
f 

hi
gh

er
 e

du
ca

ti
on

’ (
U

r
sp

ru
ng

 2
01

5,
 5

) o
r 

‘a
n 

ar
ch

it
ec

tu
re

 t
ha

t 
de

pi
ct

s 
“B

ol
og

na
”’

 (5
),

 m
ea

n
in

g 
th

e 
B

ol
og

na
 P

ro
ce

ss
.40

H
ow

ev
er

, i
n 

th
e 

sc
ho

ol
 in

 N
an

te
s 

U
rs

pr
un

g 
de

te
ct

s 
ur

ba
n 

qu
al


it

ie
s 

th
at

 e
xc

ee
d 

‘u
rb

an
 m

im
es

is
’ (

Sp
en

ce
r 

20
11

, 1
6

),
 a

s 
 Sp

en
ce

r 
ha

s 
ca

ll
ed

 i
t.

 F
or

 i
n

st
an

ce
, U

rs
pr

un
g 

de
sc

ri
be

s 
h

ow
 t

h
e 

ex
te

ri
or

 r
am

p,
 

w
h

ic
h

 c
on

ti
n

ue
s 

th
e 

as
ph

al
t 

fr
om

 t
h

e 
st

re
et

, 
‘g

en
tl

y 
le

ad
s 

to
 t

h
e 

up
pe

r 
d

ec
ks

 a
n

d
 […

] 
ca

n
 b

e 
us

ed
 b

y 
pe

d
es

tr
ia

n
s 

an
d

 b
ic

yc
le

s,
 b

ut
 

al
so

’ (
20

15
, 1

),
 a

s 
he

 u
nd

er
li

ne
s,

 ‘b
y 

ca
rs

 a
nd

 t
ru

ck
s’

 (
1–

2)
. U

rs
pr

un
g 

ac
kn

ow
 le

d
ge

s 
th

at
 ‘t

h
e 

co
n

st
an

t 
an

d
 o

p
en

e
n

d
ed

 a
d

ap
ta

bi
li

ty
 o

f 
th

e 
bu

il
di

ng
 is

 in
tr

in
si

ca
ll

y 
li

nk
ed

 t
o 

th
e 

B
ol

og
na

 P
ro

ce
ss

’; 
ho

w
ev

er
, 

3
9

 
 U

rs
pr

un
g 

qu
ot

es
 N

at
ha

li
e 

Ja
ns

on
 

20
11

, 2
6

. 

4
0 

 S
pe

nc
er

 r
el

at
es

 o
pe

n 
an

d 
 fl

ex
ib

le
 

or
ga

ni
sa

ti
on

al
 d

ia
gr

am
s 

to
 th

e 
 co

nc
ep

ts
 

of
 th

e 
‘U

ni
ve

r
C

it
y’

, a
cc

or
di

ng
 to

 w
hi

ch
 

‘t
ra

di
ti

on
al

 c
at

eg
or

ie
s 

of
 s

pa
ce

 a
re

 b
e c

om


in
g 

le
ss

 m
ea

ni
ng

fu
l a

s 
sp

ac
e 

be
co

m
es

  
le

ss
 s

pe
ci

al
iz

ed
, [

an
d

] b
ou

n
da

ri
es

 b
lu

r’
 

( S
pe

nc
er

 2
0

11
, 1

6
),

 a
nd

 t
o 

D
E

G
W

’s
 

 co
n

ce
pt

 o
f 

th
e 

‘L
ea

rn
in

g 
L

an
d

sc
ap

e’
,  

in
 w

hi
ch

 ‘f
ut

ur
e 

st
ud

en
ts

 a
re

 li
ke

ly
  

to
 r

an
k 

ed
uc

at
io

na
l i

ns
ti

tu
ti

on
s 

by
 t

he
ir

 
ab

il
it

y 
to

 d
el

iv
er

 e
m

pl
oy

m
en

t 
an

d 
to

 
ac

co
m

m
od

at
e 

di
ve

rs
e 

ap
pr

oa
ch

es
  

to
 le

ar
n

in
g’

 (1
5)

. S
pe

n
ce

r 
qu

ot
es

 f
ro

m
 

Jo
hn

  W
or

th
in

gt
on

/D
E

G
W

, ‘
U

ni
ve

r
 

C
it

ie
s 

in
 t

he
ir

 C
it

ie
s:

 C
on

fl
ic

t 
an

d 
 C

ol
la

bo
ra

ti
on

’, 
a 

pa
pe

r 
pr

e  s
en

te
d

 a
t 

O
E

C
D

 E
du

ca
ti

on
  M

an
ag

em
en

t 
In

fr
a

st
ru

ct
ur

e 
D

iv
is

io
n,

 H
ig

he
r 

E
du

ca
ti

on
 

Sp
ac

es
 &

 P
la

ce
s 

fo
r 

L
ea

rn
in

g,
 E

du
ca

ti
on

 
an

d 
K

no
w

le
dg

e 
E

xc
ha

ng
e,

 U
ni

ve
rs

it
y 

 
of

 L
at

vi
a,

 R
ig

a,
 6

–8
  D

ec
em

be
r 

20
0

9,
 

30
–3

1.
 ‘[

T
hi

s]
 p

re
ci

se
ly

 r
efl

ec
ts

’, 
Sp

en
ce

r 
ar

gu
es

, ‘
[t

he
 o

rg
an

iz
at

io
na

l d
ia

gr
am

]  
of

 o
th

er
 s

pa
ce

s 
de

si
gn

ed
 to

 a
cc

om
m

od
at

e 
th

e 
m

ec
h

an
is

m
 o

f 
 m

an
ag

er
ia

li
sm

,  
w

he
re

, a
s 

M
ar

k 
F

is
he

r 
ha

s 
ar

gu
ed

, “
‘F

le
x

ib
il

it
y,

’ ‘
n

om
ad

is
m

’ a
n

d
 ‘s

po
n

ta
n

ei
ty

’  
ar

e 
th

e 
ve

ry
 h

al
lm

ar
ks

 o
f 

m
an

ag
em

en
t”

’ 
(1

6
; F

is
he

r 
20

0
9,

 2
8)

. S
pe

nc
er

 c
on

cl
ud

es
 

th
at

 s
uc

h 
sp

ac
e 

is
, ‘

th
e 

id
ea

li
ze

d 
m

od
el

  
of

 t
he

 u
rb

an
, a

s 
th

e 
ne

tw
or

ke
d 

an
d 

ex


te
ns

iv
e 

en
vi

ro
nm

en
t 

of
 t

he
 m

ar
ke

t 
fo

rm
, 

ra
th

er
 t

ha
n 

[…
] a

 s
pa

ce
, s

ay
, o

f 
so

ci
al

 
co

nt
es

ta
ti

on
’ (

16
).
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si
m

ul
ta

n
eo

us
ly

, 
‘t

h
e 

p
re

se
n

ce
 o

f 
tr

an
sp

or
t 

co
n

ta
in

er
s 

on
 v

ar
io

us
 

de
ck

s 
of

 t
he

 s
ch

oo
l,

 o
f 

ca
ra

va
ns

 in
 t

he
 e

xh
ib

it
io

n 
ha

ll
, a

nd
 e

ve
n 

of
 a

 
bo

at
 a

n
d

 a
 t

ru
ck

 in
 th

e 
w

or
ks

h
op

 o
n

 th
e 

gr
ou

n
d

 fl
oo

r’
 is

 in
te

rp
re

te
d

 
by

 U
rs

pr
un

g 
as

 ‘r
ev

ea
li

ng
 fo

r 
a 

si
tu

at
io

n 
th

at
 is

 fa
r 

be
yo

nd
 th

e 
er

a 
of

 
th

e 
iv

or
y 

to
w

er
’. 

F
or

 U
rs

pr
un

g 
‘t

h
e 

N
an

te
s 

Sc
h

oo
l o

f 
A

rc
h

it
ec

tu
re

 
re

so
na

te
s 

w
it

h 
th

e 
sp

ac
es

 o
f E

ur
op

ea
n 

bu
re

au
cr

ac
y 

in
 “B

ru
ss

el
s”

 a
nd

 
“P

ar
is

”,
 a

s 
w

el
l a

s 
w

it
h 

th
e 

in
n

um
er

ab
le

 in
ve

st
m

en
ts

 in
 r

oa
ds

, b
ri

dg


es
, a

nd
 o

th
er

 tr
affi

c 
in

fr
as

tr
uc

tu
re

 th
at

 g
o 

w
it

h 
th

e 
E

ur
op

ea
n 

U
ni

on
’. 

 U
rs

pr
un

g’
s 

co
n

cl
us

io
n

 is
 c

om
pe

ll
in

g,
 p

oi
nt

in
g 

to
 a

 g
en

ui
n

el
y 

po
li

ti


ca
l p

ot
en

ti
al

 o
f a

rc
hi

te
ct

ur
e 

be
yo

nd
 m

er
e 

m
im

es
is

 o
f m

an
ag

er
ia

li
sm

: 
‘t

he
 b

ui
ld

in
g 

is
 a

bo
ut

 a
n 

in
te

ra
ct

io
n 

be
tw

ee
n 

ar
ch

it
ec

tu
re

 a
nd

 in
fr

a
st

ru
ct

ur
e’

 (7
).

 U
rs

pr
un

g 
affi

rm
s 

th
at

 b
y 

m
ea

ns
 o

f 
it

s 
in

fr
as

tr
uc

tu
re

T
h

e 
N

an
te

s 
S

ch
oo

l 
of

 A
rc

h
it

ec
tu

re
 d

em
on

st
ra

te
s 

th
at

 
ar

ch
it

ec
tu

re
 d

oe
s 

n
ot

 h
av

e 
to

 s
ub

sc
ri

be
 t

o 
th

e 
id

eo
lo

gy
 

of
 r

ed
uc

ti
on

, s
ca

rc
it

y,
 a

nd
 c

on
tr

ol
, a

lt
ho

ug
h 

it
 h

as
 t

o 
be

 
co

ns
ci

ou
s 

of
 it

, l
et

ti
ng

 u
s 

se
e 

m
or

e 
th

an
 w

ha
t t

he
 p

ol
it

ic
al

 
de

ci
si

on
m

ak
er

s 
sa

y.
 (7

) 

In
 c

on
se

qu
en

ce
, s

uc
h 

a 
bu

il
di

ng
 ‘i

s 
al

so
 a

 p
la

ce
 w

he
re

 t
he

 a
ut

on
om

y 
of

 a
rc

hi
te

ct
ur

e 
is

 t
es

te
d’

 (7
).

T
ow

ar
d

s 
an

 A
rc

hi
te

ct
ur

al
 L

an
gu

ag
e 

of
 T

ra
ns

-N
eo

-L
ib

er
al

is
m

W
ha

t t
he

n 
ar

e 
th

e 
ar

ch
it

ec
tu

ra
l m

ea
ns

 th
at

 th
e 

ar
ch

it
ec

ts
 u

se
 fo

r 
‘le

t
ti

ng
 u

s 
se

e 
m

or
e’

? 
(7

) M
or

e 
th

an
 b

y 
m

ak
in

g 
vi

si
bl

e,
 th

ey
 d

o 
so

 b
y 

op
en


in

g 
th

e 
sp

ac
es

 t
o 

un
in

te
n

de
d 

us
es

. U
rs

pr
un

g 
re

pe
at

ed
ly

 d
ra

w
s 

on
 a

 
tr

ad
it

io
na

l f
or

m
al

 re
pe

rt
oi

re
 o

f a
rc

hi
te

ct
ur

al
 d

es
ig

n 
pr

ac
ti

ce
 th

at
 th

e 
ar

ch
it

ec
ts

 L
ac

at
on

 &
 V

as
sa

l a
pp

ly
 c

on
sc

io
us

ly
 a

nd
 s

tr
at

eg
ic

al
ly

—
an

d 
w

hi
ch

 d
o 

no
t c

on
tr

ad
ic

t fl
ex

ib
il

it
y—

su
ch

 a
s 

‘[w
or

ki
ng

] w
it

h 
co

nt
ra

st
s 

of
 d

ar
k 

an
d 

li
gh

t
fi

lle
d 

zo
ne

s,
 n

ar
ro

w
 a

nd
 w

id
e 

sp
ac

es
, l

ow
 a

nd
 h

ig
h 

ce
il

in
gs

, r
am

ps
, a

nd
 s

ta
ir

s 
[o

r]
 s

pe
ct

ac
ul

ar
 v

ie
w

s’
 (2

).
 T

he
 a

rc
hi

te
ct

s 
th

us
 g

en
er

at
e 

‘a
 h

ug
e 

va
ri

et
y 

of
 s

pa
ti

al
 a

n
d 

ch
ro

m
at

ic
 e

xp
er

ie
n

ce
s’.

 
‘T

he
 o

pa
qu

e 
po

ly
ca

rb
on

at
e 

sh
ee

ts
, w

it
h 

th
ei

r 
un

du
la

ti
ng

 s
ur

fa
ce

’, 
fo

r 
ex

am
pl

e,
 ‘f

ra
m

e,
 b

lu
r 

an
d 

di
st

or
t t

he
 e

nv
ir

on
m

en
t,

 a
llo

w
in

g 
us

 to
 s

ee
 

it
 d

iff
er

en
tl

y’
. F

ro
m

 th
e 

ou
ts

id
e,

 ‘f
or

 th
os

e 
ap

pr
oa

ch
in

g 
[t

he
 b

ui
ld

in
g]

, 
th

es
e 

m
em

br
an

es
 o

pe
n 

di
ff

er
en

t 
pe

rs
pe

ct
iv

es
 o

n 
th

e 
in

si
de

, s
uc

h 
as

 
th

e 
co

nc
re

te
 s

tr
uc

tu
re

 s
up

po
rt

in
g 

th
e 

au
di

to
ri

um
 s

ea
ti

ng
, [

or
] m

at
e

ri
al

 s
ta

ck
ed

 in
 th

e 
w

or
ks

ho
ps

, a
s 

if
 o

ne
 w

er
e 

pa
ss

in
g 

a 
se

ri
es

 o
f n

at
ur

e 
m

or
te

 p
ai

nt
in

gs
’ (

3)
.

B
ey

on
d 

‘s
uc

h 
fo

rm
al

 a
ss

oc
ia

ti
on

s’
 (

3)
, a

s 
U

rs
pr

un
g 

ca
ll

s 
th

em
, 

th
e 

ar
ch

it
ec

ts
’ s

tr
at

eg
ie

s 
al

so
 p

er
m

it
 a

 s
pa

ti
al

 s
tr

et
ch

in
g 

or
 d

is
to

r
ti

on
, a

n
d 

th
us

 q
ue

st
io

n
in

g,
 o

f 
th

e 
m

an
ag

er
ia

l i
m

pe
ra

ti
ve

s 
gi

ve
n

 b
y 

th
e 

po
li

ti
ca

l f
ra

m
ew

or
k 

of
 t

h
e 

B
ol

og
n

a 
P

ro
ce

ss
. T

h
e 

‘t
ra

n
si

ti
on

al
 

ar
ea

 b
et

w
ee

n 
ou

ts
id

e 
an

d 
in

si
de

, p
ub

li
c 

an
d 

pr
iv

at
e’,

 o
ft

en
 th

e 
re

su
lt
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of
 a

 d
el

ib
er

at
e 

bl
ur

ri
ng

 o
f p

ub
li

c 
an

d 
pr
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at
in
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an

 o
ft

en
d

e
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or
ed

 a
pp

ar
at

us
 o

f 
co

n
tr

ol
 f

or
 t

h
e 

sa
ke

 o
f 

su
pp

os
ed
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 h

ei
gh

te
n

ed
 

ne
ed

 o
f s

ec
ur

it
y,
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rn

s 
th

e 
lo

gi
c 

up
si

de
 d

ow
n 

in
 th

e 
ca

se
 o

f t
he
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an

te
s 

sc
ho

ol
. R

at
he

r 
th

an
 p

re
te

n
d

in
g 

th
at

 t
hi

s 
in

st
it

ut
io

n
al

 o
r 

co
ll

ec
ti

ve
 

sp
ac

e 
is

 p
ub

li
c,

 th
e 

ar
ch

it
ec

tu
re

 o
f t

he
 e

nt
ra

nc
e 

su
gg

es
ts

 a
 s

ee
m

in
gl

y 
pr

iv
at

e 
in

ti
m

ac
y 

w
it

hi
n 

th
e 

pu
bl

ic
 r

ea
lm

, s
o 

th
at

 U
rs

pr
un

g 
‘h

ad
 t
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im
pr

es
si

on
 o

f 
en

te
ri

ng
 t

he
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ch
oo

l t
hr

ou
gh
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 b
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k 
do

or
’. 

U
rs

pr
un

g 
w

ri
te

s 
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at
, a

s 
a 

re
su

lt
 o

f 
th
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 a

rc
hi

te
ct

ur
al

 q
ua

li
ty

, h
e 

‘im
m

ed
ia

te
ly

 
be

ca
m

e 
sy

m
pa

th
et

ic
 t

o 
th

e 
bu

il
di

ng
’ (

2)
: 

In
st

ea
d 

of
 b

ei
ng

 d
w

ar
fe

d 
an

d 
in

ti
m

id
at

ed
 b

y 
a 

m
on

um
en


ta

l e
nt

ra
nc

e 
st

ru
ct

ur
e,

 a
s 

w
it

h 
m

an
y 

in
st

it
ut

io
ns

 o
f h

ig
he

r 
ed

uc
at

io
n,

 I
 f

el
t 

li
ke

 a
n 

in
si

de
r,

 li
ke

 s
om

eo
ne

 w
ho

 k
ne

w
 

th
e 

sh
or

tc
ut

s,
 w

ho
 w

as
 f

am
il

ia
r 

w
it

h 
th

e 
pl

ac
e 

an
d
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fr

ee
 t

o 
ap

pr
oa

ch
 it

s 
en

tr
an

ce
 v

ia
 t

he
 g

ar
ag

e.
 (2

)

W
h

at
 s

tr
uc

k 
m

e 
w

h
en

 I
 v

is
it

ed
 t

h
e 

N
an

te
s 

Sc
h

oo
l o

f 
A

rc
h

it
ec

tu
re

 
in
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ut

um
n 

20
16
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it
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ga
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 t
o 
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e 

in
ti

m
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e 
en
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 s
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, w
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ho
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 it
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 c
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d
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tu
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ca
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n
g 

 m
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en
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h
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de
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 m
ak
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pu
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es
si
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a 
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 f
aç
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 p
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 c
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 o

f 
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r 

pr
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uc
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n
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ye
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 d
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ie
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 c
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 r
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l e
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 e
ve
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 p
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c 
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 w
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 p
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f c
ri

ti
ca

l s
tu

dy
. T

he
 s

am
e 

ar
ch

it
ec

tu
ra

l l
an

gu
ag

e 
ca

n 
be

 
em

pl
oy

ed
 t

o 
al

lo
w

 f
or

 o
pp

os
ed

 p
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. T
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 d
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 d
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41
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 b
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 c
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 D
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 b
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, c
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o 
be

  c
on

te
st

ed
 

th
ro

ug
h 

th
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 o
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w
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b
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T
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te
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f 
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l l
an
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a 
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ua
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ff
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 b
e 
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al
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. I
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pu
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at
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n 
L
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s d
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 a
rc
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te
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ur
e 
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au

l e
t a

l. 
20

13
) t
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 a

rc
hi

te
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s 
L
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on
 &

 V
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sa
l o
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 N
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te
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Sc
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A

rc
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te
ct

ur
e,

 w
it

h 
ot

he
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pr
of

es
si

on
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s 
in

vo
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ed
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 t
h

e 
de


si

gn
 a

n
d

 b
ui

ld
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g 
pr

oc
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s,
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iv
e 

an
 a
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n
t 

of
 t

h
e 

co
n

ti
n

ge
n

ci
es

 o
f 

pr
ac
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l d
ec
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io

n
m
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in
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 T
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 c

ri
ti

ca
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ty
 p

re
se
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 in
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e 
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ss
i

bl
e 

by
 t

he
 s

pa
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s 
of
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 r
es

ul
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ng
 b
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ld

in
g 

ne
ce

ss
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il
y 
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 b

e 
pr

es


en
t 

in
 it

s 
de

si
gn

 a
nd

 b
ui
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in

g 
pr

oc
es

s 
in

 t
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e.

  P
ro

ce
ss

es
 o

f 
ar

ch
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ec
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re
 a
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rt
 p

ra
ct

ic
e 

ar
e 

ne
ve

r a
s 

sm
oo
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 a

s 
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e 
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lt

s 
m
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 T

he
 w

ay
 in

 w
hi

ch
 t

he
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rc
hi

te
ct

s 
ad

dr
es

s 
th

os
e 

in
vo

lv
ed

 in
 

th
e 

pr
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ec
t 
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 in

st
ea

d
 c

on
gr

ue
n

t 
w

it
h

 w
h

at
 t

h
e 

bu
il

d
in

g 
 ad

d
re

ss
es

. 
C

le
ar

ly
 i

t 
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ot
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ue
st
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n

 h
er

e 
of

 w
h

om
 c

ou
ld

 b
e 
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d
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ed
 b

y 
a 

re
pr

es
en

ta
ti

on
al
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f t
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ld
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g.
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n 

th
e 

co
nt
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 b
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ld
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g 

re
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es
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 u
se
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pr
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g 
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T
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ac
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fr
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tr
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A
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un
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y 
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g 
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ld
 a

 c
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r,

 a
n
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tt
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, a

n
d 
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su
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er
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n
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n

 p
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n
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t,
 t

he
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h

i
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s 

pu
t 

al
l t

he
 f

ea
tu
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s 
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 a
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oo
l’s

 li
fe
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n 

th
e 
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e’
 (2

01
5,

 2
).

 A
s 

a 

re
su

lt
 o

f t
he

se
 c

le
ar

ly
 c

on
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io
us

 d
ec

is
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ns
, ‘

th
e 

w
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f w
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ng
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 p
ar

t 
of
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h

e 
w
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 (2
).

 T
h
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w
h

ic
h
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g 
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fe
rs

 is
 t

h
e 

bu
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d
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cl
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g 
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e 
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fe
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pl

ac
e 

in
 a

nd
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th

e 
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n
ce

al
 s

h
ou

ld
 n

ot
 b
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 c
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or
ci

ng
 u

po
n 

th
em

 th
e 

im
ag

e 
of

 n
eo

l
ib

er
al

 m
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 c
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 b
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 p
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 b
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w
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ra
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 p
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 th
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 t
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at
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hi
te

ct
ur

e.
 T

hi
s 

is
 a

 c
ri

ti
ca

l r
ed

efi
ni

ti
on

, n
ot

 a
n 

ex
pa

ns
io

n,
 o

f a
rc

hi
te

ct
ur

e.
 It

 is
 n

ot
 a

bo
ut

 a
rc

hi
te

ct
ur

e 
be

in
g 

ca
pt

ur
ed

 
by

 in
fr

as
tr

uc
tu

re
, b

ut
 v

ic
e 

ve
rs

a:
 a

rc
hi

te
ct

ur
e 

ca
pt

ur
es

 th
e 

ch
ar

ac
te

r
is

ti
cs

 o
f 

in
fr

as
tr

uc
tu

re
 a

s 
d

ig
n

if
yi

n
g 

ch
ar

ac
te

ri
st

ic
s 

an
d

 t
ra

n
sm

it
s 

th
ei

r 
po

te
nt

ia
l f

or
 t

he
 w

or
k,

 o
r 

th
e 

w
ay

s 
of

 w
or

ki
ng

, r
el

at
ed

 t
o 

it
. 

L
ac

at
on

 &
 V

as
sa

l, 
by

 o
ff

er
in

g 
‘a

lm
os

t 
do

ub
le

 th
e 

sp
ac

e’
 t

ha
n 

th
e 

co
m

pe
ti

ti
on

 b
ri

ef
 r

eq
ui

re
d

 ‘f
or

 t
h

e 
sa

m
e 

pr
ic

e’
 (

 U
rs

pr
un

g 
20

15
, 8

),
 

op
en

 u
p 

a 
sp

ac
e 

in
 w

hi
ch

 t
he

 i
s

su
e 

is
 n

ot
 h

ow
 th

e 
bu

il
di

ng
 lo

ok
s,

 
in

 t
h

e 
fi

rs
t 

in
st

an
ce

, b
ut

 r
at

h
er

 
h

ow
 t

he
 b

ui
ld

in
g 

w
or

ks
. ‘

B
y 

fi
x

in
g 

th
e 

ex
ch

an
ge

 ra
te

’, a
s D

el
eu

ze
 

pu
ts

 it
, ‘

m
uc

h 
m

or
e 

th
an

 b
y 

lo
w

er
in

g 
th

e 
co

st
’ (

19
92

, 6
),

 th
e 

ar
ch

it
ec

ts
 

 m
an

ag
e 

to
 ‘c

on
qu

e[
r]

 th
e 

m
ar

ke
t [

…
] b

y 
gr

ab
bi

ng
 c

on
tr

ol
 a

nd
 b

y 
tr

an
s

fo
rm

at
io

n 
of

 t
he

 p
ro

du
ct

 m
uc

h
 m

or
e 

th
an

 […
] b

y 
d

is
ci

pl
in

ar
y 

tr
ai

n
in

g 
[o

r]
 b

y 
sp

ec
ia

li
sa

ti
on

 o
f 

pr
od

uc
ti

on
’ (

6
).

 T
h

ey
 d

o 
so

 in
 o

rd
er

 t
o 

re
di

re
ct

 t
he

 m
ea

ns
 o

f 
th

e 
so

ci
et

y 
of

 c
on

tr
ol

 o
n

to
 a

 s
pa

ce
 a

n
d

 a
 w

ay
 

of
 w

or
ki

n
g 

in
 w

h
ic

h
 a

rc
hi

 te
ct

ur
e 

ca
n 

on
ce

 a
ga

in
 b

e 
‘d

es
ig

ne
d 

at
 t

he
 

 ar
ch

it
ec

t’
s 

di
sc

re
ti

on
’ (

U
rs

pr
un

g 
20

15
, 8

).
42

A
s 

D
el

eu
ze

 n
ot

es
, r

ed
ir

ec
ti

on
 o

f 
fo

rc
es

 is
 a

 fo
rm

 o
f 

‘c
or

ru
pt

io
n’

, 
th

ou
gh

 w
it

h
 a

 ‘n
ew

 p
ow

er
’ (

19
92

, 6
).

 T
h

e 
n

ew
 p

ow
er

 o
f 

co
rr

up
ti

on
 

li
es

 a
t 

th
e 

h
ea

rt
 o

f 
th

e 
d

is
ci

pl
in

e.
 R

at
h

er
 t

h
an

 c
or

ru
pt

in
g 

th
e 

d
is


ci

pl
in

e,
 t

he
 n

ew
 p

ow
er

 o
f 

co
rr

up
ti

on
 is

 t
he

 ‘n
ew

 f
or

m
 o

f 
re

si
st

an
ce

 
ag

ai
ns

t 
th

e 
so

ci
et

ie
s 

of
 c

on
tr

ol
’ (

7)
. I

t 
re

pl
ac

es
 t

he
 b

y 
no

w
 ‘i

ne
pt

 u
n

io
ns

’, 
or

 r
at

he
r 

‘a
da

pt
s’

 t
he

m
 in

 t
he

 n
am

e 
of

 t
he

 d
is

ci
pl

in
e 

as
 a

 k
in

d 
of

  d
is

c
ip

li
n

a
ry

 c
o

n
tr

o
l 

fr
o

m
 w

it
h

in
. 

A
b

so
lu

te
 A

rc
hi

te
ct

u
re

 M
ee

ts
 A

b
so

lu
te

 I
nf

ra
st

ru
ct

u
re

K
el

le
r 

E
as

te
rl

in
g 

re
co

gn
is

es
 th

at
 ‘b

ui
ld

in
gs

 a
re

 n
o 

lo
ng

er
 s

in
gu

la
rl

y 
cr

af
te

d 
en

cl
os

ur
es

, u
ni

qu
el

y 
im

ag
in

ed
 b

y 
an

 a
rc

hi
te

ct
, b

ut
 re

pr
od

uc
ib

le
 p

ro
d

uc
ts

 s
et

 w
it

hi
n

 s
im

il
ar

 u
rb

an
 a

rr
an

ge
m

en
ts

. A
s 

re
pe

at
ab

le
 p

he
n

om


en
a 

en
gi

ne
er

ed
 a

ro
un

d 
lo

gi
st

ic
s 

an
d 

th
e 

bo
tt

om
 li

ne
, t

he
y 

co
ns

ti
tu

te
 

an
 in

fr
as

tr
uc

tu
ra

l t
ec

hn
ol

ogy
 w

it
h 

el
ab

or
at

e 
ro

ut
in

es
 a

nd
 s

ch
ed

ul
es

 
fo

r 
or

ga
n

iz
in

g 
co

n
su

m
pt

io
n’

 (
20

14
, 

11
–2

).
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   E
as

te
rl

in
g 

ar
gu

es
 t

h
at

 

4
2 

 U
rs

pr
un

g 
qu

ot
es

 fr
om

 Ja
ns

on
 2

01
1,

 2
6

4
3

 
 T

hi
s 

cl
ai

m
 is

 a
ls

o 
va

li
d 

fo
r 

si
gn

at
ur

e 
bu

ild
in

gs
, w

hi
ch

 r
ep

ro
du

ce
 th

e 
pr

od
uc

ts
 

th
at

 m
ee

t e
xp

ec
ta

ti
on

s 
w

it
hi

n 
m

ar
ke

ta
bl

e 
se

tt
in

gs
 o

f 
co

rp
or

at
e 

id
en

ti
ty

  (w
he

th
er

  
fo

r 
pr

iv
at

e 
fi

rm
s 

or
 ‘p

ub
li

c’
 c

it
ie

s)
. T

hi
s 

is
 

w
hy

 it
 is

 t
em

pt
in

g 
bu

t 
m

is
ta

ke
n 

to
 o

p
po

se
 ‘t

he
 d

es
ig

n 
of

 in
di

vi
du

al
 s

ig
na

tu
re

 
bu

il
di

ng
s’

 t
o 

‘t
he

 o
rg

an
iz

at
io

n 
of

 c
om


pl

ex
, o

ve
rl

ap
pi

ng
 a

nd
 o

ft
en

 t
ra

ns
na

ti
on

al
 

sy
st

em
s 

of
 e

ne
rgy

, t
ra

ns
po

rt
at

io
n 

an
d 

na
tu

ra
l e

co
lo

gy
’ a

s 
th

e 
ev

id
en

ce
 o

n 
w

hi
ch

 
to

 b
as

e 
‘in

fr
as

tr
uc

tu
ra

l c
on

ce
rn

s 
w

it
hi

n 
th

e 
th

eo
ry

 a
n

d
 p

ra
ct

ic
e 

of
 t

h
e 

d
is

ci
pl

in
e 

[o
f 

ar
ch

it
ec

tu
re

]’,
 a

s 
ha

s 
be

en
 c

la
im

ed
  

by
 Jo

el
 M

cK
im

 in
 ‘R

ad
ic

al
 I

nf
ra

st
ru

ct
ur

e?
  

A
 N

ew
 R

ea
li

sm
 a

nd
 M

at
er

ia
li

sm
 in

 
 P

hi
lo

so
ph

y 
an

d 
A

rc
hi

te
ct

ur
e’

 (2
0

15
, 1

33
)
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‘in
fr

as
tr

uc
tu

re
 is

 th
en

 n
ot

 th
e 

ur
ba

n 
su

bs
tr

uc
tu

re
, b

ut
 th

e 
ur

ba
n 

st
ru

c
tu

re
 it

se
lf

’ (
12

).
 D

es
pi

te
 th

is
 re

co
gn

it
io

n,
 th

at
 is

, d
es

pi
te

  E
as

te
rl

in
g’

s 
h

op
e 

fo
r 

a 
‘r

ei
n

ca
rn

at
io

n’
 o

f 
ar

ch
it

ec
tu

re
 ‘a

s 
so

m
et

h
in

g 
m

or
e 

po
w


er

fu
l—

as
 [i

n
fr

as
tr

uc
tu

ra
l]

 in
fo

rm
at

io
n’

, a
n

d
 d

es
pi

te
 h

er
 c

la
im

 t
ha

t 
‘s

ta
ti

c 
ob

je
ct

s 
an

d 
vo

lu
m

es
 in

 u
rb

an
 s

pa
ce

 [h
av

e]
  a

ge
nc

y 
[a

n
d

] i
n

fr
a

st
ru

ct
ur

e 
sp

ac
e 

is
 d

o
in

g
 s

o
m

e
th

in
g

’ 
(1

3–
14

),
 s

he
 f

al
ls

 b
ac

k 
on

 
th

e 
ol

d 
op

po
si

ti
on

 o
f b

ui
ld

in
g 

ag
ai

ns
t i

nf
ra

st
ru

ct
ur

e 
sh

e 
ap

pe
ar

ed
 to

 
ha

ve
 a

ba
nd

on
ed

. W
he

n 
sh

e 
sa

ys
 t

ha
t 

‘in
fr

as
tr

uc
tu

re
 s

pa
ce

 is
 a

 f
or

m
, 

bu
t 

n
ot

 li
ke

 a
 b

ui
ld

in
g 

is
 a

 f
or

m
’, 

‘t
h

er
e 

ar
e 

ob
je

ct
 f

or
m

s 
li

ke
 b

ui
ld


in

gs
 a

n
d 

ac
ti

ve
 f

or
m

s 
li

ke
 b

it
s 

of
 c

od
e 

in
 t

he
 s

of
tw

ar
e 

th
at

 o
rg

an
iz


es

 b
ui

ld
in

g’
 (

14
),

 t
he

n 
in

 f
ac

t 
sh

e 
ar

gu
es

 a
s 

if
 b

ui
ld

in
gs

 c
ou

ld
 n

ot
 b

e 
in

fr
as

tr
uc

tu
ra

l.
 

E
as

te
rl

in
g 

se
em

s 
tr

ap
pe

d 
by

 th
e 

om
ni

po
te

nc
e 

of
 in

fr
as

tr
uc

tu
re

 
th

at
, i

f 
tr

ul
y 

om
n

ip
ot

en
t,

 h
as

 n
ot

h
in

g 
le

ft
 b

y 
w

h
ic

h
 it

 c
ou

ld
 b

e 
su

b
su

m
ed

 a
s 

su
bs

tr
uc

tu
re

. I
n

fr
as

tr
uc

tu
re

 w
he

n
 d

ir
ec

te
d 

ag
ai

n
st

 a
rc

hi


te
ct

ur
e,

 f
ro

m
 a

n 
ar

ch
it

ec
tu

ra
l s

ta
nd

po
in

t,
 r

is
ks

 c
or

ru
pt

in
g 

ar
ch

it
ec


tu

re
 in

to
 a

n 
in

st
ru

m
en

t o
f d

om
in

at
in

g 
id

eo
lo

gy
 re

pr
od

uc
in

g 
no

th
in

g 
bu

t 
m

ar
ke

t 
fo

rc
es

. I
ns

te
ad

, i
nf

ra
st

ru
ct

ur
e,

 in
 o

rd
er

 f
or

 it
 t

o 
co

rr
up

t 
th

e 
m

ar
ke

t 
fr

om
 a

n
 a

rc
hi

te
ct

ur
al

 s
ta

n
dp

oi
nt

, w
ou

ld
 h

av
e 

to
 b

e 
su

b
su

m
ed

 b
y 

ar
ch

it
ec

tu
re

 b
y 

m
ea

ns
 o

f 
a 

cr
it

ic
al

 a
cc

la
im

. 
If

 a
rc

hi
te

ct
ur

e 
do

es
 n

ot
 m

an
ag

e 
to

 d
ig

ni
fy

 in
fr

as
tr

uc
tu

re
 b

y 
in


te

gr
at

in
g 

it
 in

 it
s 

ex
pe

ri
en

ce
 a

s 
an

 in
di

sp
en

sa
bl

e 
ba

se
 (i

.e
. a

s 
th

e 
ta

bl
e 

on
 w

hi
ch

 e
ve

ry
th

in
g 

is
 p

ut
),

 th
en

 th
e 

pr
ed

om
in

an
ce

 o
f  i

nf
ra

st
ru

ct
ur

e 
ri

sk
s 

en
d

in
g 

up
 in

 th
e 

sa
m

e 
ab

so
lu

ti
st

 c
am

p 
w

it
h

 th
e 

‘a
bs

ol
ut

e 
ar

ch
i

te
ct

ur
e’

 o
f 

P
ie

r 
V

it
to

ri
o 

A
ur

el
i (

20
11

).
 A

ur
el

i’s
 a

rg
um

en
t,

  d
ra

w
in

g 
on

 
O

sw
al

d 
M

at
hi

as
 U

ng
er

s a
nd

 O
M

A
’s

 ‘P
ro

je
ct

 o
f t

he
 C

it
y 

as
  A

rc
hi

pe
la

go
’, 

se
em

s 
di

re
ct

ly
 o

pp
os

ed
 to

 E
as

te
rl

in
g’

s.
 ‘I

n 
an

 a
rg

um
en

t c
ri

ti
ca

l o
f t

he
 

lo
gi

c 
of

 u
rb

an
iz

at
io

n 
(a

nd
 it

s 
in

st
ig

at
or

, c
ap

it
al

is
m

)’,
 A

ur
el

i a
tt

em
pt

s 
to

 ‘r
ed

efi
n

e 
p

o
li

ti
c

a
l 

an
d

 f
o

rm
a

l 
as

 c
on

ce
pt

s 
th

at
 c

an
 d

efi
n

e 
ar

ch
it

ec
tu

re
’s

 e
ss

en
ce

 a
s 

fo
rm

’. 
A

ur
el

i w
an

ts
 t

o 
‘il

lu
st

ra
te

 a
 c

ou
nt

er


pr
oj

ec
t 

fo
r 

th
e 

ci
ty

 —
 th

e 
ar

ch
ip

el
ag

o 
—

by
 r

ef
er

ri
n

g 
to

 a
 s

pe
ci

fi
c 

ar


ch
it

ec
tu

ra
l f

or
m

 t
h

at
 is

 a
 c

ou
n

te
rf

or
m

 w
it

hi
n 

an
d 

ag
ai

ns
t 

th
e 

to
ta

l
it

y 
of

 u
rb

an
iz

at
io

n’
 (

2)
. F

or
 A

ur
el

i,
 s

uc
h 

sp
ec

ifi
ci

ty
 o

f 
ar

ch
it

ec
tu

ra
l 

fo
rm

 is
 c

er
ta

in
ly

 n
ot

 ‘i
nf

or
m

at
io

n’
, a

s 
in

 E
as

te
rl

in
g’

s 
pr

op
os

al
, b

ut
 a

 
fo

rm
 b

as
ed

 o
n 

th
e 

di
st

in
ct

io
n 

be
tw

ee
n 

a 
co

nc
ep

t 
of

 t
he

 c
it

y
 a

nd
 a

 
co

nc
ep

t 
of

 u
rb

a
n

is
a

ti
o

n
. 

A
ur

el
i a

dd
re

ss
es

 ‘t
he

 u
ne

qu
iv

oc
al

 s
oc

ia
l a

nd
 c

ul
tu

ra
l  p

ow
er

 a
r

ch
it

ec
tu

re
 p

os
se

ss
es

 to
 p

ro
du

ce
 re

pr
es

en
ta

ti
on

s 
of

 th
e 

w
or

ld
 th

ro
ug

h 
ex

em
pl

ar
y 

fo
rm

s 
of

  b
ui

lt
 r

ea
li

ty
’. 

T
he

re
fo

re
, f

or
  A

ur
el

i,
 ‘T

he
 p

ro
bl

em
 

of
 f

o
r

m
—

 th
at

 is
, t

he
 st

ra
te

gi
zi

ng
 o

f a
rc

hi
te

ct
ur

e’
s  b

ei
ng

 —
 b

ec
om

es
 

cr
uc

ia
l’.

 O
n

e 
ca

n
 h

ar
d

ly
 d

is
ag

re
e 

w
it

h
 A

ur
el

i:
 ‘t

h
e 

m
ak

in
g 

of
 fo

rm
 is

 
th

us
 t

h
e 

re
al

 a
n

d
 e

ff
ec

ti
ve

 n
ec

es
sa

ry
 p

ro
gr

am
 o

f 
 ar

ch
it

ec
tu

re
’ (

1)
.

R
ej

ec
ti

n
g 

‘ic
on

ic
 b

ui
ld

in
gs

, p
ar

am
et

ri
c 

de
si

gn
, o

r 
re

d
un

da
n

t 
m

ap
pi

ng
s 

of
 e

ve
ry

 p
os

si
bl

e 
co

m
pl

ex
it

y 
an

d 
co

nt
ra

di
ct

io
n 

of
 th

e 
ur

ba
n 
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w
or

ld
’ (

1–
2)

, A
ur

el
i i

s 
al

ig
n

ed
 a

n
al

yt
ic

al
ly

 w
it

h 
E

as
te

rl
in

g.
 I

f 
a 

st
ra


te

gi
c 

ar
ch

it
ec

tu
ra

l f
or

m
 a

sp
ir

es
 t

o 
a 

‘s
ig

ni
fi

ca
nt

 a
nd

 c
ri

ti
ca

l r
el

at
io

n
sh

ip
’ w

it
h 

th
e 

w
or

ld
, w

hi
ch

 ‘i
s 

no
 lo

ng
er

 c
on

st
it

ut
ed

 b
y 

th
e 

id
ea

 a
nd

 
th

e 
m

ot
iv

at
io

n
s 

of
 t

h
e 

ci
ty

, b
ut

 is
 in

st
ea

d
 d

om
in

at
ed

 b
y 

ur
ba

n
iz

a
ti

on
’, t

he
n 

it
 m

us
t u

nd
er

st
an

d,
 a

cc
or

di
ng

 to
 A

ur
el

i,
 ‘h

ow
 u

rb
an

iz
at

io
n 

ha
s 

hi
st

or
ic

al
ly

 c
om

e 
to

 p
re

va
il

 o
ve

r 
th

e 
ci

ty
’. 

In
st

ea
d 

of
 d

ev
el

op
in

g 
an

 u
rb

an
 c

on
ce

pt
 o

f 
ar

ch
it

ec
tu

re
, w

hi
ch

 w
ou

ld
 n

ec
es

sa
ri

ly
 in

co
rp

o
ra

te
 it

s 
co

m
pl

ex
it

ie
s 

an
d

 c
on

tr
ad

ic
ti

on
s 

an
d

 w
ou

ld
 t

h
er

ef
or

e 
h

av
e 

to
 a

dd
re

ss
 it

s 
in
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 p
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ro
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h
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 c
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 p
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 c
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 c
on

fl
ic
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io
n

. 
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i
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 c
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 t
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h
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 c
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w
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ur
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i’s
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ov
e 
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 p
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t 
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m
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le
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h
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 t
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ed
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m
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e 
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at
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 c
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el

i a
rg

ue
s 

‘if
 p
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 c
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at
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 m
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i c
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 b
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 c
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at
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 c
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 c
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ur
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 p
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 d
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 p
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 p
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t b
ut

 a
s 

a 
fo

rm
 th

at
 e

xc
ee

ds
 it

’. H
e 

dr
aw

s 
on

 L
ud

w
ig

 M
ie

s 
va

n 
de

r 
R

oh
e’

s 
la

te
 p

ro
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 b
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 p
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t 
as

 fi
ni
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, c
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 c
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 c
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 c
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 C
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 c
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 t
o 

th
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 t
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 m
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 r
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L
ef
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 d
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m
et
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y 
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 c
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w
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w
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e
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m
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, b
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w
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w
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ca
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fr
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y 
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 c
om

m
on

: 
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ra
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 r
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 c
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 d
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 c
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 c
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 m
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 b
e 

su
bv

er
si

ve
ly

 h
in

ti
n

g 
at

 
th

e 
ex

ce
ss

iv
e 

us
e 

an
d

 a
bu

se
 o

f 
 D

el
eu

ze
 a

n
d

 G
ua

tt
ar

i’s
 c
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 c
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F
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ur

el
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it
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n
 u
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an

iz
at

io
n

, 
in

te
g

ra
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o
n
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c
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s

u
re
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 […
] t

w
o 
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m
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ne
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 m
y 
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a
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r,
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n 
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st
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e 
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g
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v

e
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at
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f u
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at
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s 
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e 
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s 
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e 
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em

ph
as

is
),

 th
at

 is
 to

 s
ay

, 
c

lo
se

d
. 

Su
ch

 c
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 c
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n
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n
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 p
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 p
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 D
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d
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 b
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 c
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 o
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. D
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 p
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, f
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 t
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w
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at
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: t
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ni
cs

 a
tt

ai
ns

 v
is

ib
il

it
y

 th
ro

ug
h 

an
on

ym
it

y:
 in

te
rn

al
iz

in
g 

th
e 

n
ih

il
is

m
 o

f 
te

ch
n

ol
ogy

, 
th

e 
te

ct
on

ic
s 

su
sp

en
d

s 
th

is
 p

ro
ce

ss
 o

f 
in


te

rn
al

iz
at

io
n

 b
y 

th
e 

ve
ry

 f
ac

t 
th

at
 i

t 
ca

n
n

ot
 d

is
gu

is
e 

th
e 

fa
ct

 t
h

at
 

it
 is

 a
 f

a
b

r
ic

a
ti

o
n

 i
n

 t
h

e 
fi

rs
t 

pl
ac

e’
 (

20
14

, 8
1)

. I
n

 s
uc

h
 a

 d
efi

n
i

ti
on

 t
he

 r
ed

uc
ti

on
 o

f 
cu

rr
en

t 
ar

t 
to

 d
is

cu
rs

iv
e 

pr
ac

ti
ce

 c
om

es
 c

lo
se

r 
th

an
 e

ve
r 

to
 th

e 
‘t

ec
to

ni
c’

 a
s 

‘t
ha

t w
hi

ch
 is

 p
ar

ti
cu

la
r 

to
 a

rc
hi

te
ct

ur
e’.

 

H
ar

to
on

ia
n 

po
si

ts
 ‘t

hi
s 

is
 a

na
th

em
a 

to
 t

he
 s

pe
ct

ac
le

 a
nd

 it
 is

 t
he

 n
u

cl
eu

s 
of

 th
e 

po
li

ti
ca

l i
n 

th
e 

th
eo

ry
 o

f t
ec

to
ni

cs
’ b

ec
au

se
 ‘t

he
 “m

od
es

ty
” 

in
fo

rm
in

g 
th

e 
te

ct
on

ic
s 

li
es

 in
 t

he
 s

in
gu

la
ri

ty
 o

f 
it

s 
ob

je
ct

iv
it

y’
. F

or
 

 H
ar

to
on

ia
n

 ‘t
he

 t
ec

to
n

ic
 o

f 
th

ea
tr

ic
al

it
y’

, w
hi

ch
 h

e 
as

so
ci

at
es

 w
it

h 
G

ot
tf

ri
ed

  S
em

pe
r’

s 
op

en
 th

eo
ry

 o
f 

te
ct

on
ic

s 
an

d 
w

it
h 

B
en

ja
m

in
’s

 ‘e
x

hi
bi

ti
on

 v
al

ue
 o

f t
he

 w
or

k’
, ‘

fa
ci

li
ta

te
[s

] a
 d

ia
le

ct
ic

al
 p

la
y 

be
tw

ee
n 

th
e 

te
ch

ni
ca

l a
nd

 t
he

 m
en

ta
l’,

 t
he

 q
ue

st
io

ns
 o

f 
h

ow
 it

 is
 m

ad
e 

an
d

 h
ow

 
it

 s
h

ow
s,

 in
 w

h
ic

h
 ‘t

h
e 

te
ch

n
ic

al
 m

ea
n

s 
be

co
m

es
 c

og
ni

ti
ve

, a
nd

’, 
re


fe

rr
in

g 
to

 A
nt

on
io

 N
eg

ri
, ‘

in
te

lli
ge

nc
e 

be
co

m
es

 te
ch

ni
qu

e 
an

d 
la

bo
ur

’ 
(8

1)
. T

hi
s 

is
 o

f 
in

te
re

st
 b

ec
au

se
 u

nl
ik

e 
th

e 
ti

m
es

 in
 w

hi
ch

 S
em

pe
r 

or
 

B
en

ja
m

in
 w

er
e 

w
ri

ti
ng

, t
od

ay
 w

e 
pe

rc
ei

ve
 t

he
 w

or
ld

 a
s 

to
ta

ll
y

 u
r

ba
ni

se
d 

an
d 

te
ch

ni
ca

l.
 

D
av

id
 C

un
n

in
gh

am
, a

ls
o 

re
fe

rr
in

g 
to

 N
eg

ri
, w

ri
te

s 
th

at
 ‘t

h
e 

“i
n

te
rn

al
ly

 a
n

ta
go

n
is

ti
c”

 s
pa

ti
al

 c
on

fi
gu

ra
ti

on
 o

f 
th

e 
ad

va
n

ce
d

 m
e

tr
op

ol
is

’—
w

h
ic

h
 r

ev
ea

ls
 t

h
e 

w
ro

n
g 

an
ta

go
n

is
m

 b
et

w
ee

n
 p

ol
it

ic
al

 
ar

ch
it

ec
tu

re
 a

nd
 a

po
li

ti
ca

l u
rb

an
is

at
io

n 
at

 t
he

 b
as

e 
of

 A
ur

el
i’s

 a
rg

u
m

en
t—

‘is
 t

ha
t 

w
hi

ch
 m

ig
ht

 e
xt

en
d 

an
d 

re
pl

ac
e 

th
e 

pr
iv

il
eg

ed
 p

la
ce

 
pr

ev
io

us
ly

 a
cc

or
de

d
 t

o 
th

e 
in

d
us

tr
ia

l 
fa

ct
or

y 
as

 t
h

e 
cr

uc
ia

l 
si

te
 o

f 
co

n
te

m
po

ra
ry

 s
oc

ia
l p

ro
d

uc
ti

on
, c

oo
pe

ra
ti

on
, a

n
d

 c
on

fl
ic

t’
 (

20
14

, 
11

).
 W

he
re

as
 t

he
 v

is
ib

il
it

y 
of

 w
ha

t 
w

as
 b

ei
n

g 
fa

br
ic

at
ed

 d
ur

in
g 

th
e 

ti
m

es
 o

f 
K

ar
l M

ar
x 

w
as

 li
n

ke
d

 t
o 

th
e 

in
d

us
tr

ia
l f

ac
to

ry
, d

efi
n

in
g 

it
 

as
 th

e 
si

te
 o

f p
ol

it
ic

al
  a

nt
ag

on
is

m
, t

od
ay

 th
e 

fa
ct

or
y 

is
 a

ny
w

he
re

, a
nd
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co
ns

eq
ue

nt
ly

 t
he

 s
it

e 
of

 p
ol

it
ic

al
 a

nt
ag

on
is

m
 is

 t
he

 m
et

ro
po

li
s 

in
 it

s 
gl

ob
al

 (a
nd

 d
ig

it
al

) p
ot

en
ti

al
. 

H
ar

to
on

ia
n 

ob
se

rv
es

 t
ha

t 
‘a

 c
ri

ti
ca

l d
is

cu
ss

io
n 

co
nc

er
ni

ng
 t

he
 

po
si

ti
on

 o
f 

an
y 

cu
lt

ur
al

 p
ro

du
ct

 in
 c

ap
it

al
is

m
 t

od
ay

 r
un

s 
th

ro
ug

h 
a 

ne
tw

or
k 

of
 in

te
rr

el
at

io
ns

hi
ps

 w
he

re
 a

 c
le

ar
 d

em
ar

ca
ti

on
 b

et
w

ee
n 

th
e 

ol
d 

no
ti

on
s 

su
ch

 a
s 

“b
as

e”
 a

nd
 “

su
pe

rs
tr

uc
tu

re
” 

is
 a

lm
os

t 
im

po
ss

ib
le

’ 
(6

9)
. T

hi
s 

im
po

ss
ib

il
it

y 
is

 t
he

 m
ai

n 
ch

ar
ac

te
ri

st
ic

 o
f 

‘t
he

 p
ro

gr
es

si
ve

 
an

d 
di

sp
er

se
d 

in
st

al
la

ti
on

 o
f 

a 
ne

w
 s

ys
te

m
 o

f 
do

m
in

at
io

n’
 (

D
el

eu
ze

 
19

92
, 7

),
 w

hi
ch

 b
ot

h 
ar

t a
nd

 a
rc

hi
te

ct
ur

e 
m

us
t c

on
fr

on
t w

it
h 

th
e 

qu
es


ti

on
 o

f 
ho

w
 to

 a
pp

ea
r 

in
 s

uc
h 

ap
pa

re
nt

 la
ck

 o
f 

se
pa

ra
ti

on
. 

P
ol

it
ic

s

D
is

cu
rs

iv
e 

Sp
ac

es
 o

f (
N

o
n-

C
o

ns
tr

uc
te

d
) E

nc
ou

nt
er

s
L

ah
ij

i h
as

 
ed

it
ed

 a
 n

um
be

r 
of

 b
oo

ks
 c

ol
le

ct
in

g 
es

sa
ys

 o
n 

re
cl

ai
m

in
g 

or
 d

is
cu

ss


in
g 

po
li

ti
ca

l c
ri

ti
ca

li
ty

 in
 a

rc
hi

te
ct

ur
e.

 H
e 

ha
s 

al
so

 p
ub

li
sh

ed
 a

 b
oo

k 
th

at
 is

 a
n

 e
ss

ay
 in

 it
se

lf
, i

n
 t

h
e 

se
n

se
 o

f 
an

 a
tt

em
pt

, i
n

as
m

uc
h

 a
s 

it
 

pr
ac

ti
ca

ll
y 

pr
ob

es
 a

 d
is

cu
rs

iv
e 

al
te

rn
at

iv
e,

 e
n

ti
tl

ed
 C

an
 A

rc
hi

te
ct

ur
e 

be
 a

n 
E

m
an

ci
pa

to
ry

 P
ro

je
ct

? 
(2

01
6

).
 L

ah
ij

i a
sk

s 
if

 a
rc

h
it

ec
tu

ra
l d

is


co
ur

se
 c

an
 r

et
hi

nk
 it

se
lf

 in
 t

er
m

s 
of

 a
 r

ad
ic

al
 e

m
an

ci
pa

to
ry

 p
ro

je
ct

, 
an

d 
if

 s
o 

w
ha

t 
th

e 
co

nt
ou

rs
 o

f 
su

ch
 a

 p
ro

je
ct

 w
ou

ld
 b

e.
 R

ef
er

ri
ng

 t
o 

M
au

ri
zi

o 
L

az
za

ra
to

, h
e 

ar
gu

es
 th

at
 ‘a

 p
hi

lo
so

ph
y 

of
 th

e 
“v

ir
tu

al
” 

ha
s 

be
en

 c
or

ru
pt

ed
 in

to
 t

he
 “

vi
rt

ua
li

ty
” 

of
 fi

na
nc

e 
ca

pi
ta

li
sm

 a
nd

 c
re

di
t’

 
(x

),
 a

n
d 

to
da

y 
‘t

he
 c

ul
tu

ra
l d

is
co

ur
se

 o
f 

co
nt

em
po

ra
ry

 a
rc

hi
te

ct
ur

e 
ha

pp
il

y 
ab

et
s 

th
e 

gr
an

d
 “

ut
op

ia
n”

 p
ro

je
ct

 o
f 

n
eo

li
be

ra
li

sm
’s

 s
ub

je
c

ti
on

 o
f 

al
l s

oc
ia

l f
or

m
s 

to
 t

h
e 

lo
gi

cs
 o

f 
“t

h
e 

m
ar

ke
t”

’ (
xi

).
 S

uc
h

 a
be

t
m

en
t,

 f
or

 L
ah

ij
i,

 c
on

se
qu

en
tl

y 
le

ad
s 

to
 ‘a

 C
ou

n
te

r
E

n
li

gh
te

n
m

en
t 

tu
rn

 to
w

ar
ds

 n
ew

 fo
rm

s 
of

 id
ol

at
ry

’, 
to

 a
 c

on
te

m
po

ra
ry

 a
rc

hi
te

ct
ur

e 
‘a

ll
 a

bo
ut

 t
he

 s
ur

fa
ce

 o
f 

cu
lt

ur
e 

an
d 

it
s 

re
e

n
ch

an
tm

en
t 

as
 c

om
m

od


it
y 

fo
rm

’ (
xi

i)
. D

ra
w

in
g 

on
 A

la
in

 B
ad

io
u’

s 
re

gi
st

ra
ti

on
 o

f 
a 

‘d
ee

pe
r 

be
tr

ay
al

 [o
f]

 M
ay

 ’6
8’

, t
he

 b
et

ra
ya

l o
f 

ra
di

ca
l l

ef
t,

 c
om

m
un

is
t 

id
ea

s 
by

 li
be

rt
ar

ia
n 

id
ea

s,
 w

hi
ch

 le
d 

to
 t

he
 v

ic
to

ry
 o

f 
‘u

nf
et

te
re

d 
ne

ol
ib

er


al
 c

ap
it

al
is

m
’, 

L
ah

ij
i a

sk
s 

‘w
ha

t 
hi

st
or

ic
al

 a
ge

nt
 o

ff
er

s 
a 

po
ss

ib
il

it
y 

of
 e

m
an

ci
pa

ti
on

, a
n

d
 w

he
re

 [i
t 

is
] l

oc
at

ed
 in

 t
he

 u
rb

an
, s

oc
ia

l,
 a

n
d 

ar
ch

it
ec

tu
ra

l r
ea

li
ty

 o
f 

to
da

y’
 (x

i)
. 

L
ah

ij
i 

as
se

m
bl

es
 a

 p
re

su
m

ed
 ‘a

ll
ia

n
ce

’ f
or

 a
n

 e
m

an
ci

p
at

or
y 

po
li

ti
cs

 a
ga

in
st

 t
he

 e
n

d
ga

m
e 

of
 c

ap
it

al
is

t 
‘d

et
er

ri
to

ri
al

is
at

io
n’

 a
n

d 
‘fl

ui
d

ifi
ca

ti
on

’, 
an

d
 t

h
e 

su
pe

rfi
ci

al
 ‘r

e
en

ch
an

tm
en

t 
of

 c
ul

tu
re

’ a
n

d
 

 ar
ch

it
ec

tu
re

. R
at

he
r 

th
an

 fo
rg

in
g 

th
at

 a
ll

ia
nc

e 
in

to
 a

 m
an

if
es

to
l

ik
e 

pr
on

un
ci

am
en

to
, L

ah
ij

i v
ig

il
an

tl
y —

 an
d

 n
ot

 u
n

su
rp

ri
si

n
gl

y 
w

it
h

 r
e

ga
rd

 to
 h

is
 s

up
po

se
dl

y 
ra

di
ca

l a
ss

um
pt

io
ns

 —
 co

ns
tr

uc
ts

 a
n 

ac
ad

em
ic

 
 di

al
og

ue
 o

ff
er

in
g 

un
eq

ua
ll

ed
 o

pp
or

tu
n

it
ie

s.
 M

or
eo

ve
r,

 w
h

il
e 

de
cr

y
in

g 
th

e 
D

el
eu

zi
an

 id
ea

 o
f 

‘d
et

er
ri

to
ri

al
is

at
io

n’
 b

y 
le

nd
in

g 
hi

m
se

lf
 t

o 

8180



th
e 

co
rr

up
ti

on
 o

f 
th

e 
te

rm
 b

y 
n

eo
l

ib
er

al
 c

ap
it

al
is

m
, L

ah
ij

i i
nv

en
ts

 
an

 ‘a
rc

hi
te

ct
ur

al
 d

is
p

o
s

it
if

’ 
(x

i)
 w

it
h 

th
e 

ca
pa

ci
ty

 t
o 

pr
od

uc
e 

a 
‘d

et
er

ri
to

ri
al

iz
in

g’
 s

ci
en

ti
fi

c 
m

et
h

od
 f

or
 b

ot
h

 t
h

e 
co

n
tr

ib
ut

or
s 

an
d

  
th

e 
re

ad
er

s.
 

R
at

he
r 

th
an

 d
is

cu
ss

in
g 

th
e 

co
nt

en
t 

of
 L

ah
ij

i’s
 b

oo
k,

 I
 p

ro
po

se
 

a 
cr

it
ic

al
 d

is
cu

ss
io

n 
of

 t
he

 b
oo

k’
s 

st
ra

te
gi

c 
co

m
po

si
ti

on
 c

on
ce

rn
in

g 
w

h
at

 it
 h

as
 t

o 
sa

y.
 L

ah
ij

i’s
 ‘a

rc
h

it
ec

tu
ra

l 
d

is
p

o
s

it
if

’ 
h

as
 t

h
e 

ca


pa
ci

ty
 to

 g
en

er
at

e 
‘d

ia
lo

gu
es

 o
n 

ar
ch

it
ec

tu
re

 a
nd

 th
e 

le
ft

’, 
gi

vi
ng

 th
e 

bo
ok

 it
s 

su
bt

it
le

. I
t 

as
ks

 a
 n

um
be

r 
of

 in
te

rl
oc

ut
or

s 
w

it
h 

di
ff

er
en

t 
po


si

ti
on

s—
L

ib
er

o 
A

nd
re

ot
ti

, D
av

id
 C

un
ni

ng
ha

m
, P

eg
gy

 D
ea

m
er

, E
ri

k 
Sw

yn
ge

do
uw

—
to

 p
os

e 
qu

es
ti

on
s 

to
 w

hi
ch

 th
e 

ot
he

r 
in

te
rl

oc
ut

or
s 

re


sp
on

d 
in

 th
e 

fo
rm

 o
f a

ca
de

m
ic

 e
ss

ay
s.

 T
he

se
 e

ss
ay

s 
ar

e 
ci

rc
ul

at
ed

, a
nd

 
ea

ch
 in

te
rl

oc
ut

or
 c

on
si

de
rs

 t
he

 o
th

er
s’

 r
es

po
n

se
s 

in
 a

 s
ec

on
d 

es
sa

y.
 

L
ah

ij
, h

av
in

g 
th

e 
ov

er
vi

ew
, p

la
ys

 m
od

er
at

or
, h

on
in

g 
th

e 
ed

ge
s 

of
 th

e 
ar

gu
m

en
ts

. T
h

e 
in

it
ia

l q
ue

st
io

n
s 

an
d

 e
ss

ay
s 

ar
e 

co
ll

ec
te

d
 a

n
d

 c
om


pl

em
en

te
d 

by
 a

n 
es

sa
y 

by
 L

ah
ij

i d
ec

la
ri

ng
 h

is
 o

w
n 

po
si

ti
on

, a
nd

 a
re

 
fi

n
al

ly
 c

om
pl

et
ed

 b
y 

Jo
an

 O
ck

m
an

’s
 c

on
cl

ud
in

g 
af

te
rw

or
d

 a
s 

a 
pr

e
vi

ou
sl

y 
un

in
vo

lv
ed

 e
xp

er
t 

vo
ic

e.
 

T
hi

s 
‘s

ys
te

m
’ r

es
ul

ts
 in

 a
 m

od
e 

of
 w

ri
ti

n
g 

in
 w

hi
ch

 e
ac

h 
in

te
r

lo
cu

to
r i

s 
co

m
pe

lle
d 

to
 a

ck
no

w
le

dg
e 

th
e 

ot
he

rs
’ p

os
it

io
ns

, t
o 

in
te

ra
ct

 
w

it
h 

th
em

 a
nd

 t
o 

di
sc

us
s 

th
em

 in
 t

he
ir

 o
w

n 
di

sc
ur

si
ve

 c
on

tr
ib

ut
io

n 
on

 th
e 

ba
si

s 
of

 a
 fr

ie
nd

sh
ip

, w
hi

le
 a

w
ar

e 
of

 th
e 

ac
ad

em
ic

 c
re

de
nt

ia
ls

 

at
 s

ta
ke

. 
It

 i
s 

a 
d

ia
lo

gu
e 

un
d

er
st

oo
d

 i
n

 a
n

 a
go

n
is

ti
c 

se
n

se
. 

A
s 

op


po
se

d
 t

o 
th

e 
co

nv
en

ti
on

 o
f 

n
am

in
g 

ot
h

er
 v

oi
ce

s 
by

 t
h

e 
su

rn
am

e 
of

 
th

e 
au

 th
or

, t
he

 in
te

rl
oc

ut
or

s 
ar

e 
ca

lle
d 

by
 th

ei
r 

fi
rs

t n
am

e 
as

 th
e 

si
gn

 
of

 a
n 

in
fo

rm
al

 c
on

ve
rs

at
io

n.
 T

he
 r

es
po

ns
es

 a
re

 s
ha

rp
 a

nd
 a

pp
ar

en
t

ly
 m

or
e 

pr
ec

is
e 

th
an

 in
 c

on
ve

n
ti

on
al

 e
ss

ay
s.

 A
lt

h
ou

gh
 a

t 
ti

m
es

 t
h

e 
 in

te
rt

w
in

em
en

t o
f p

os
it

io
ns

 m
ay

 s
ee

m
 v

is
co

us
, t

he
re

 is
 a

n 
ov

er
al

l i
m


pr

es
si

on
 o

f 
th

e 
ac

co
m

pl
is

hm
en

t 
of

 h
ar

d 
ac

ad
em

ic
 w

or
k.

 E
ac

h 
 es

sa
y 

in
te

gr
at

es
 a

nd
 re

fl
ec

ts
 a

ll 
pr

es
en

t p
os

it
io

ns
, g

iv
in

g 
an

 e
xt

ra
or

di
na

ri
ly

 
ac

ce
ss

ib
le

 o
pp

or
tu

ni
ty

 t
o 

X
r

ay
 t

he
 m

at
te

r.

St
ru

gg
li

ng
 w

it
h 

St
ru

gg
li

ng
 T

he
o

ry
L

ah
ij

i a
li

gn
s 

hi
s 

sy
st

em
 w

it
h 

Sl
av

oj
 Ž

iž
ek

's
 ‘s

tr
ug

gl
in

g 
th

eo
ry

’ (
20

16
, x

ii
i)

. A
ll

 ‘t
he

 c
on

tr
ib

ut
or

s 
to

 
[t

he
] b

oo
k’

, a
s 

L
ah

ij
i c

la
im

s,
 s

ur
el

y 
‘p

ro
fe

ss
 a

n 
al

li
an

ce
 t

o 
an

 e
m

an
ci


pa

to
ry

 p
ol

it
ic

s 
ag

ai
ns

t’,
 in

 Ž
iž

ek
’s

 w
or

ds
, ‘

“t
he

 g
no

st
ic

 d
ig

it
al

 d
re

am
 

of
 t

ra
n

sf
or

m
in

g 
h

um
an

s 
th

em
se

lv
es

 in
to

 v
ir

tu
al

 s
of

tw
ar

e 
th

at
 c

an
 

re
lo

ad
 it

se
lf

 fr
om

 o
ne

 h
ar

dw
ar

e 
to

 a
no

th
er

”’
 (x

ii
i)

. I
t i

s 
no

t c
le

ar
, h

ow


ev
er

, i
f 

th
ey

 w
ou

ld
 a

ll
 a

gr
ee

 t
o 

ca
ll

 t
h

is
 ‘t

h
e 

en
d

ga
m

e 
of

 c
ap

it
al

is
t 

“d
et

er
ri

to
ri

al
iz

at
io

n”
 a

nd
 “

fl
ui

di
fi

ca
ti

on
”’,

 w
hi

ch
 L

ah
ij

i a
ls

o 
cl

ai
m

s.
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H

ow
ev

er
, i

t 
op

en
s 

th
e 

qu
es

ti
on

 w
he

th
er

 ‘d
et

er
ri

to
ri

al
iz

at
io

n’
 is

 n
ot

 
on

ly
 b

ei
ng

 a
bu

se
d 

by
 c

ap
it

al
is

t m
an

ag
er

ia
li

sm
 b

ut
 a

ls
o 

fa
ls

el
y 

de
cr

ie
d 

as
 ‘c

ap
it

al
is

t’
 b

y 
th

e 
‘r

ad
ic

al
 L

ef
t’,

 o
r 

if
, i

nd
ee

d,
 ‘d

et
er

ri
to

ri
al

iz
at

io
n’

 
is

 in
he

re
nt

ly
 m

an
ag

er
ia

l a
nd

 c
ap

it
al

is
t.

 

4
6

 
 N

ot
e 

th
at

 N
ad

ir
 L

ah
ij

i k
id

na
ps

 t
he

se
 

de
nu

nc
ia

ti
on

s 
of

 D
el

eu
ze

’s
  n

ot
io

ns
 a

ls
o 

fr
om

 S
la

vo
j Ž

iž
ek

: ‘
in

 r
ad

ic
al

 c
ap

it
al

is
t 

“d
et

er
ri

to
ri

al
iz

at
io

n”
 a

nd
  “

fl
ui

di
fi

ca
ti

on
” 

th
e 

tr
en

d 
w

hi
ch

 r
ea

ch
es

 it
s 

ap
ot

he
os

is
 in

 
th

e 
gn

os
ti

c
di

gi
ta

l’ 
(Ž

iž
ek

 2
00

8,
 5

).
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F
or

 Ž
iž

ek
 th

er
e 

ar
e 

tw
o 

su
ch

 s
tr

ug
gl

in
g 

th
eo

ri
es

, M
ar

xi
sm

 a
nd

 
ps

yc
ho

an
al

ys
is

, ‘
no

t 
on

ly
 [b

ec
au

se
] t

he
y 

ar
e 

bo
th

 […
] t

he
or

ie
s 

ab
ou

t 
st

ru
gg

le
, b

ut
 t

h
eo

ri
es

 w
h

ic
h

 a
re

 t
h

em
se

lv
es

 e
n

ga
ge

d
 in

 a
 s

tr
ug

gl
e’

 
(2

00
8,

 3
).

 T
he

y 
ar

e 
‘s

tr
ug

gl
in

g 
th

eo
ri

es
’ b

ec
au

se
 th

ey
 ‘i

m
pl

y 
an

d 
pr

ac


ti
ce

 […
] 

an
 e

n
ga

ge
d

 n
ot

io
n

 o
f 

tr
ut

h’
. Ž

iž
ek

 c
al

ls
 t

h
is

 ‘t
h

e 
w

ag
er

 o
f 

T
ru

th
 […

] n
ot

 b
y 

ru
nn

in
g 

af
te

r 
“o

bj
ec

ti
ve

” 
tr

ut
h,

 b
ut

 b
y 

ho
ld

in
g 

on
to

 
th

e 
tr

ut
h 

ab
ou

t 
th

e 
po

si
ti

on
 f

ro
m

 w
hi

ch
 o

ne
 s

pe
ak

s’
 (3

).
 

A
cc

or
di

ng
 to

 Ž
iž

ek
, T

ru
th

 ‘e
m

er
ge

s 
an

d 
is

 c
on

st
it

ut
ed

 th
ro

ug
h 

th
e 

ve
ry

 p
ol

it
ic

al
 s

tr
ug

gl
e 

of
 /

 fo
r 

n
am

in
g 

an
d

, a
s 

su
ch

, c
an

n
ot

 b
e 

gr
ou

nd
ed

 in
 a

ny
 p

ar
ti

cu
la

r 
de

te
rm

in
at

e 
co

nt
en

t’
 (5

).
 W

ha
t s

ee
m

s 
fu

n
da

m
en

ta
l i

s 
th

e 
in

si
st

en
ce

 o
n 

re
je

ct
in

g 
a 

fi
n

a
l 

tr
ut

h.
 W

ha
t 

co
un

ts
 

is
 t

he
 s

tr
ug

gl
e 

th
at

 e
m

er
ge

s 
fr

om
 t

he
 s

ta
te

m
en

t 
sp

ok
en

 f
ro

m
 a

 p
os

i
ti

on
 o

f 
tr

ut
h.

 Ž
iž

ek
’s

 p
oi

nt
 is

 t
ha

t 
in

 e
ac

h 
st

ru
gg

le
 o

f 
‘h

is
to

ri
ca

l f
ai

l
ur

e 
an

d 
m

on
st

ro
si

ty
 [p

er
so

ni
fi

ed
 b

y 
M

ar
ti

n 
H

ei
de

gg
er

, M
ax

im
il

ie
n 

R
ob

es
pi

er
re

, M
ao

 Z
ed

on
g,

 J
os

ep
h 

St
al

in
, e

tc
.] 

th
er

e 
w

as
 in

 e
ac

h 
of

 
th

em
 a

 re
de

m
pt

iv
e 

m
om

en
t w

hi
ch

 g
et

s 
lo

st
 in

 th
e 

li
be

ra
l

de
m

oc
ra

ti
c 

re
je

ct
io

n—
an

d 
it

 is
 c

ru
ci

al
 t

o 
is

ol
at

e 
th

is
 m

om
en

t’
 (7

).
 

T
h

e 
po

in
t 

is
 t

o 
en

te
r 

L
ah

ij
i’s

 d
ia

lo
gi

ca
l a

pp
ro

ac
h

 t
o 

an
 e

m
an


ci

pa
to

ry
 p

ro
je

ct
 o

f 
ar

ch
it

ec
tu

re
 w

it
h 

th
e 

se
ns

e 
of

 s
tr

ug
gl

e 
he

 c
la

im
s,

 
to

 g
at

he
r 

in
si

gh
ts

 a
bo

ut
 h

ow
 c

on
te

m
po

ra
ry

 u
rb

an
is

at
io

n
 r

el
at

es
 t

o 
or

 r
ed

efi
ne

s 
ar

ch
it

ec
tu

re
 a

nd
 h

ow
 t

hi
s 

m
ig

ht
 b

e 
re

la
te

d 
to

 a
n 

em
an


ci

pa
to

ry
 p

ro
je

ct
 o

f 
ar

t 
th

ro
ug

h 
ar

ch
it

ec
tu

re
.

M
et

ro
p

o
li

ti
cs

: S
o

ci
al

it
y 

o
f 

A
b

st
ra

ct
ed

 E
q

u
iv

al
en

ce
D

es
pi

te
 

th
ei

r 
ag

re
em

en
t 

on
 ‘e

m
an

ci
pa

to
ry

 p
ol

it
ic

al
 s

eq
ue

n
ce

s’
 f

or
 a

rc
hi

te
c

tu
ra

l d
is

cu
rs

iv
e 

pr
ac

ti
ce

, t
he

 d
iff

er
en

ce
s 

be
tw

ee
n

 t
he

 in
te

rl
oc

ut
or

s 
co

n
ce

rn
 t

h
e 

w
ay

 i
n

 w
h

ic
h

 ‘t
h

e 
po

li
ti

ca
l’,

 a
n

d
 p

ar
ti

cu
la

rl
y 

th
e 

po
li

t
ic

al
 o

f 
ar

ch
it

ec
tu

re
, r

el
at

es
 t

o 
th

e 
so

ci
o

ec
on

om
ic

 r
ea

li
ty

 o
f 

ur
ba

n
i

sa
ti

on
 o

r 
th

e 
m

et
ro

po
li

s.
 C

un
ni

ng
ha

m
, i

n 
op

po
si

ti
on

 t
o 

 A
nd

re
ot

ti
’s

 
an

d
 S

w
yn

ge
do

uw
’s

 d
is

ti
n

ct
iv

e 
po

si
ti

on
s,

 a
rg

ue
s 

th
at

 ‘p
ol

it
ic

s’
 a

n
d 

‘p
ol

it
ic

al
 e

co
no

m
y’

 c
an

no
t b

e 
se

pa
ra

te
d 

in
 a

 c
ap

it
al

is
t s

oc
ie

ty
. H

e 
se

es
 

a 
n

ee
d 

fo
r 

‘c
om

in
g 

to
 t

er
m

s 
w

it
h 

th
e 

in
el

im
in

ab
il

it
y 

of
 a

bs
tr

ac
ti

on
 

it
se

lf
 a

s 
a 

ce
n

tr
al

 d
im

en
si

on
 o

f 
al

l m
od

er
n

 s
oc

ie
ti

es
’. 

 C
un

n
in

gh
am

 
ca

ll
s 

su
ch

 a
 ‘c

on
te

m
p

or
ar

y 
m

e
tr

o
p

o
li

ta
n

 p
ol

it
ic

s 
of

 e
m

an
ci


pa

ti
on

 a
n

d
 t

ra
n

sf
or

m
at

io
n’

 (
10

5)
 ‘m

et
ro

po
li

ti
cs

’ (
L

ah
ij

i,
 2

01
4,

 1
1)

. 
 R

ef
er

ri
n

g 
to

 M
as

si
m

o 
C

ac
ci

ar
i,

 C
un

n
in

gh
am

 d
ra

w
s 

‘o
n

 t
h

e 
h

is
to

r
ic

al
 b

re
ac

h 
co

ns
ti

tu
te

d,
 p

ol
it

ic
al

ly
 a

s 
w

el
l a

s 
so

ci
al

ly
, b

y 
th

e 
fo

rm
 o

f 
th

e 
m

e
tr

o
p

o
li

s
 i

ts
el

f 
[…

] i
n 

w
hi

ch
 e

ac
h 

pa
rt

ic
ul

ar
 “

pl
ac

e”
 is

 r
en


de

re
d 

e
q

u
i

v
a

le
n

t 
in

 a
 u

ni
ve

rs
al

 c
ir

cu
la

ti
on

 a
nd

 e
xc

ha
ng

e.
 T

hi
s 

[e
qu

iv
al

en
ce

] i
s 

ce
rt

ai
nl

y 
“e

co
no

m
ic

” i
n 

fo
rm

, b
ut

 it
 is

 a
ls

o 
pr

of
ou

nd
ly

 
 s

o
c

ia
l 

in
 t

he
 v

er
y 

fu
lle

st
 s

en
se

’ (
L

ah
ij

i,
 2

01
6

, 1
03

).
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T

h
is

 h
is

to
ri

c 
tr

an
sf

or
m

at
io

n
 o

f 
th

e 
so

ci
al

 r
el

at
es

 t
o 

th
e 

sh
if

t 
fr

om
 ‘d

is
ci

pl
in

ar
y 

so
ci

et
ie

s’
 t

o 
‘s

oc
ie

ti
es

 o
f 

co
n

tr
ol

’. 
T

h
e 

h
is

to
ri

ca
l 

br
ea

ch
 c

on
st

it
ut

ed
 b

y 
th

e 
m

et
ro

po
li

s 
is

 a
 t

ra
n

sf
or

m
at

io
n

 o
f 

th
e 

so


ci
al

 a
s 

a 
se

t 
of

 r
ul

es
 p

re
e

st
ab

li
sh

in
g 

h
ie

ra
rc

h
ic

al
 r

el
at

io
n

s 
to

 t
h

e 

47
 

 S
ee

 C
ac

ci
ar

i ‘
E

pi
lo

gu
e:

 O
n 

th
e 

 A
rc

hi
te

ct
ur

e 
of

 N
ih

il
is

m
’ (

19
93

, 1
99

–2
11

).
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so
ci

al
 a

s 
a 

fu
n

da
m

en
ta

l 
a

b
s

tr
a

c
ti

o
n

 o
f 

va
lu

es
, r

en
de

ri
n

g 
th

em
 

eq
ui

va
le

n
t.

 R
eg

ar
d

in
g 

th
e 

ur
ba

n
, t

h
e 

br
ea

ch
 t

h
at

 r
en

de
rs

 a
ll

  p
la

ce
s 

eq
ui

va
le

n
t 

m
ay

 b
e 

se
en

 a
s 

a 
sh

if
t 

fr
om

 t
h

e 
d

is
ci

pl
in

ar
y 

ci
ty

 a
s 

a 
se

t 
of

 r
ul

es
 p

re
e

st
ab

li
sh

in
g 

h
ie

ra
rc

h
ic

al
 r

el
at

io
n

s 
be

tw
ee

n
 p

la
ce

s,
 t

o 
th

e 
 m

et
ro

p
ol

is
 o

f 
co

n
tr

ol
 a

s 
a 

fu
n

d
am

en
ta

l 
ab

st
ra

ct
io

n
 o

f 
va

lu
es

  
an

d 
pl

ac
es

. 
W

he
n 

at
 t

he
 e

nd
 o

f 
hi

s 
es

sa
y 

C
un

ni
ng

ha
m

 a
sk

s 
if

 it
 is

 ‘p
os

si
bl

e 
to

 im
ag

in
e 

so
m

e 
fo

rm
 o

f u
rb

an
 c

on
ne

ct
iv

it
y 

or
 “c

om
m

on
s”

 th
at

 w
ou

ld
 

n
o

t 
in

vo
lv

e 
fu

nd
am

en
ta

l f
or

m
s 

of
 a

bs
tr

ac
ti

on
 a

nd
 m

ed
ia

ti
on

’, 
th

is
 

qu
es

ti
on

 s
ug

ge
st

s 
th

at
 a

 p
ol

is
 w

it
ho

ut
 m

et
ro

 a
dd

ed
 t

o 
it

 h
as

 a
lw

ay
s 

be
en

 f
un

da
m

en
ta

ll
y 

un
th

in
ka

bl
e.

 
T

h
is

 in
d

uc
es

 t
h

e 
re

ad
er

s 
to

 t
h

in
k 

ab
ou

t 
th

e 
co

n
ce

pt
 o

f 
th

e 
po

-
li

s 
in

 ‘m
et

ro
po

 li
ti

ca
l’ 

te
rm

s,
 a

s 
if

 t
he

 p
ol

is
 h

ad
 a

lw
ay

s 
be

en
 a

 m
et

ro
po


li

s —
 a 

th
ou

gh
t 

th
at

 i
s 

n
ev

er
 e

xp
li

ci
tl

y 
ex

pr
es

se
d

 b
y 

 C
un

n
in

gh
am

. 
O

n
 t

he
 c

on
tr

ar
y,

 b
y 

fo
cu

ss
in

g 
on

 r
en

de
ri

n
g 

th
e 

co
n

ce
pt

 o
f 

th
e 

po
li

s 
an

d 
th

e 
ag

or
a 

as
 a

 s
pa

ce
 o

f 
en

co
un

te
r 

as
 o

ld
f

as
hi

on
ed

 a
nd

 o
bs

ol
et

e,
 

C
un

ni
ng

ha
m

 s
ee

m
s 

no
t 

on
ly

 ‘t
o 

fo
re

st
al

l n
aï

vi
té

 a
bo

ut
 w

ha
t 

po
li

ti
cs

 
“a

lo
ne

” 
co

ul
d 

re
al

ly
 b

e’
 (1

05
),

 b
ut

 a
ls

o 
fo

re
st

al
ls

 h
is

 o
w

n 
co

nc
ep

ti
on

 o
f 

ar
ch

it
ec

tu
re

 in
 ‘m

et
ro

po
li

ti
ca

l’ 
te

rm
s.

 
If

 d
is

co
ur

se
 i

s 
to

 c
on

n
ec

t 
w

it
h

 p
ra

ct
ic

e 
an

d
 p

la
y 

an
 e

m
an

ci


pa
to

ry
 p

ol
it

ic
al

 —
 qu

a 
—

 p
ol

it
ic

o
ec

on
om

ic
al

 r
ol

e 
fo

r 
ar

ch
it

ec
tu

re
 

as
 s

uc
h,

 it
 m

us
t 

as
k 

w
ha

t 
a 

s
p

a
c

e
 o

f 
d

is
c

u
rs

iv
e

 e
n

c
o

u
n

te
r 

co
ul

d 
be

. T
hi

s 
is

 t
he

 m
er

it
 o

f 
L

ah
ij

i’s
 p

ra
ct

ic
al

 d
is

cu
rs

iv
e 

ap
pr

oa
ch

, 
in

de
pe

nd
en

t 
of

 t
he

 c
ri

ti
qu

e 
it

 d
es

er
ve

s.
 A

s 
re

se
ar

ch
er

s 
w

e 
m

us
t 

as
k 

w
ha

t 
sp

ac
es

 w
e 

w
an

t 
en

co
un

te
rs

 t
o 

ta
ke

 p
la

ce
 in

 a
n

d 
ho

w
 w

e 
w

an
t 

th
es

e 
sp

ac
es

 t
o 

w
or

k 
in

 o
rd

er
 t

o 
tu

rn
 m

an
ag

er
ia

l i
nd

iff
er

en
ce

 in
to

 a
 

so
ci

al
it

y 
of

 a
bs

tr
ac

te
d 

eq
ui

va
le

nc
e.

 
In

 t
er

m
s 

of
 C

un
n

in
gh

am
’s

 s
ug

ge
st

ed
 q

ue
st

io
n

 o
f 

h
ow

 a
 c

om


m
on

s 
ca

n 
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II. Art: The Study

We have become impoverished. We have given up 
one portion of the human heritage after anoth-
er, and have often left it at the pawnbroker’s for 
a hundredth of its true value, in exchange of the 
small change of ‘the contemporary’. The econom-
ic crisis is at the door, and behind it is the shadow 
of the approaching war. Holding on to things has 
become the monopoly of a few powerful people, 
who, God knows, are no more human than the 
many; for the most part, they are more barbar-
ic, but not in the good way. Everyone else has to 
adapt—beginning anew and with few resources. 
They rely on the men who have adopted the cause 
of the absolutely new and have founded it on in-
sight and renunciation. In its buildings, pictures, 
and stories, mankind is preparing to outlive cul-
ture, if need be. And the main thing is that it does 
so with a laugh. This laughter might occasionally 
sound barbaric. Well and good. Let us hope that 
from time to time the individual will give a little 
humanity to the masses, who one day will repay 
him with compound interest. 
Walter Benjamin  
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Discourse

Expanding FieldWe live and work 
in a world perceived as expanding and 
all comprising. Not only definitions of 
practices but practices themselves are 
liquefying and their contents have be
come questionable.

49
 The practical dis

persion of the contemporary art world 
is coconstitutive of and parallel to the 
global expansion of capitalism. This pro  
vokes fundamental questions, establish
ing an institutional milieu in (and out
side) which these questions are asked. 
The questions reflect on the capacity 
and legitimation of contemporary art as 
a mode of knowledge production, which 
stands in direct relation to contemporary art’s postconceptual  

50
 

character and its multiple and unstable instantiations.
51 

Debates range from questioning the place of art practice in a 
globalised neoliberal world and its mechanisms of control 

52
 to the 

relevance of research related to art practice, its academic programs, 
and economic valences of knowledge.

53
 Due to the general difficulty 

of locating practices, and to the legacy of conceptual art in contem
porary art, the character of such work is inherently discursive and 
spatial. It is discursive because it relates to the conceptual as the 
source of cognitive work, and it is spatial because first, the concep
tual is an indicator of the dislocation of contents, and second, be
cause global capitalism is an indicator of the dislocation of values. 
Conceptuality and dislocation define the spatiodiscursive 
state where artrelated practitioners find themselves today.

My work is necessarily immersed in this state. Even when 
I was studying architecture in the 1990s and practicing until the 
mid2000s, writing and speaking were always important loci of ar
chitecture. At the Swiss Institute in Rome in 2003  —where I stayed 
until 2006  —  it became clear that the conceptual, rather than being 
a field next to architecture, was another instantiation of architec
ture. I experimented with different media  — photography, paint
ing, film, literature, installation, urban intervention, performance, 
drawing, and digital imaging. Such dispersed dislocation of prac
tice indicates not a break with architectural practice but rather a 
form of  multiple instantiations of such practice in new fields. When 
I  applied for the fellowship at the Swiss Institute, I was asked by 
an administrator for which section I was applying, art or science.  
I was intending to do research on the anonymous Hypnerotomachia 

49  This section is a practical 
exploration of discourse; a 
survey of historical or contem
porary studio practice would 
include Cole 2005, Coles 2012, 
Davidts et al. 2009,  Elkins 
2009, Garnett et al. 2008, Kunst 
2015, Read 2002,  Rendell 2010, 
Slager 2012,  Sullivan 2010, 
Trigg 2013,  Wesseling 2011, 
Whittaker et al. 2012.

50  I draw on Peter Osborne’s 
account of contemporary art’s 
postconceptual character (2013). 

51  I owe the localisation of 
the entry point of this section, 
among others, to the manu
script of Manuel Angel Macía’s 
Ph.D. thesis  ‘Heterarchies and 
Missed Encounters’,  Goldsmiths, 
University of London, 2016. 

52  Deleuze’s work on societies 
of control, based on that of 
Foucault on governmentality is 
central to my use of neoliber
alism in the study. Rather than 
as an extension of the princi
ples of capitalism, neoliberal
ism is understood as an ideology 
with ‘its own means of “taking 
care” of the self, though not for 
the self, but in order to render 
it entrepreneurial’, as Spencer 
has put it (Spencer 2016, 5).

53  See, for example, Claire 
Fontaine 2016, Dombois et al. 
2012, Gillick 2009a/b and  
2011, Groys 2012, Holert 2009, 
 Maharaj 2004 and 2009, 
 Rogoff 2010 and 2015, or 
Vidokle 2011.
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Poliphili (Colon na 1999) — an  enigmatic 
 architectural  theory from the Italian 
Renaissance composed as a richly illus
trated narrative of Poliphilo’s ‘strife of 
love in a dream’ (Colonna 2003).

54
 The 

aim and means of the research was cre
ating and composing images and texts 
into the event of a new book by follow
ing the beloved polis through a ‘strive of 
love in a dream’. It was uncertain if this 
project was ‘ art ’ or ‘science’ (Hardliz 
2007). It so happened that by ticking the 
box ‘art’ on the application form my ar
chitecture practice shifted and expand
ed into the field of art. My incapability 

of partisanship with architecture or art (or science) does not signal 
vagary or indecision. 

Rather this is an example of what Irit Rogoff calls the  ‘expand  
ing field, in which all definitions of practices, their supports and 
their  institutional frameworks have shifted and blurred’ (2015, 41). 
She continues:

The fact that we have all left our constraining definitions 
behind, that we all take part in multiple practices and 
share multiple knowledge bases, has several implications. 
On the one hand, the dominance of neoliberal models of 
work that valorize hyperproduction have meant that […] 
the expansion is perceived as a form of postFordist en
trepreneurship. On the other hand, the dominant trans
disciplinarity of the expanded field of art and cultural 
production […] is one of broader contemporary knowl
edge base and practices. (41)

What in each of these cases seems to be ‘more […] is actually a part 
of living through a major epistemological crisis’. The ‘hallmarks’ of 
this epistemological crisis, Rogoff concludes, ‘are not the trading of 
one knowledge or one definition for another more apt or relevant 
one, but rather the question of what happens when practices such 
as thought or production are pushed to their limits’. Rogoff won
ders: ‘Do they collapse or do they expand? Can they double up on 
themselves and find within this flipping over another set of potential 
meanings?’ (42).

Rogoff proposes paradigmatically different under standings 
of epistemic production, either as an expanding addition of knowl
edge, on one side, or a subtler but a more radical transformation of 

54  The protagonist  Poliphilo 
falls asleep and dreams, and  
in his dream he falls asleep  
and has yet another dream in 
which, in search of his beloved 
Polia, he traverses landscapes 
full of emblematic architecture. 
The landscapes and gardens, 
the architecture, the garments 
of the protagonists, the rituals, 
the music, and the food, etc., 
are all meticulously described, 
taking up most of the first 
book. The two lovers are finally 
gloriously reunited, however, 
in a dream’s dream. In the 
second book  Polia rehearses 
the story from her perspective 
in a more sober tone, now  
set in a ‘real’ environment, 
although it is not clear whether 

her account is still part of 
Poliphilo’s initial dream or not. 
Here Poliphilo dies of love, 
resurrects in Polia’s arms and  
is reunited with her in the 
 heavens. The language of the 
book is a vulgar mix of Italian, 
Latin, and Greek, adding 
hieroglyphs and heraldic sym
bols as well as original inven
tions. Nevertheless, the book 
can be read as a practical archi
tectural theory in as much as 
the ideal principles of architec
ture are richly illustrated in 
both images and an imagina
tive language that generate  
an experience of the space 
rather than merely  describing 
it theoretically.
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existing knowledge into renewed mean
ings, on the other. The latter ‘means that 
one can no longer be content with tak
ing positions within a given definition, 
but one has to make it stretch and twist 
itself inside out to become significant 
again’ (48). 

55 

The moves that  Rogoff outlines —   
double up, flip over, make it stretch, twist 
itself inside out — are moves of transformation she summarises later 
in the text under the term of alternation. She speculates: 

Perhaps the necessary links between collectivity, infras
tructure and contemporaneity within our expanding 
field of art are not performances of resistant engagement, 
but the ability to locate alternate points of departure, al
ternate archives, alternate circulations, and alternate 
 imaginaries. (48)

An important concern is the different understanding of representa
tion either as a reproduction, multiplication, or illustration of the 
same, which happens when definitions are merely being traded for 
other definitions within given systems, or as the exiting of a given 
definition or knowledge. Changing one’s practice due to the  refusal 
of an existing knowledge or definition, looking for alternations: 
‘These are the hallmarks of an epistemological crisis’, Rogoff claims, 
risking ‘a capacity for misunderstanding’ (43–44). Exiting a giv
en definition rather than ‘taking positions within a given definition’ 
(44), one risks being misunderstood. Moreover, isn’t the capacity of 
transforming one’s practice by exiting existing definitions always de
pendent on the readiness of giving up one’s practice, of risking an al
ternation not only of points of departure, archives, circulations, or 
imaginaries but also of one’s own capacities to the point of selfmis
understanding? Isn’t a radically unpredictable transformation of the 
subject at stake here?

In the expanding field, where multiplication and exchange are 
shortsighted distractions from the actual alternations that overturn 
the singular values of disciplines and practices, one must consider 
(and reconsider) mutual dependencies between practices that do 
not evolve independently or in isolated ways. The significance of ar
chitecture for art should be reevaluated in terms of parallel shifts 
in both disciplines. This is not done by a historical analysis of such 
shifts, but by locating alternate imaginaries for the architectural in 
and through alternate imaginaries of current art practices. 

55  ‘Trade’ or exchange con
ceived in terms of ‘expansion’ 
or growth are characteristic  
for capitalist economy, of 
which the first principle is the  

‘creative destruction of value’   
(Schumpeter 2013, 81–86). 
Knowledge is created by means 
of a preliminary destruction of 
knowledge, according to Joseph 
A.  Schumpeter’s economic prin  
ciple. Destruction generates 

opportunity and makes space 
for new knowledge. Rogoff’s 

‘economy’, on the other hand, 
while  willing to change knowl
edge or defi nitions, does not 
discard them from the start but 
rather works on them until 
they eventually ‘collapse’.  

‘Destruction’ has a different 
quality here, since it is accom
modated in transformation 
rather than elimination. 
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Spatio-Discursive Practice Holert, 
referring to Boltanski and Chiapello, 
underlines that ‘the term polis has been 
chosen deliberately [ for the research 
project “Art in the KnowledgeBased 
Polis”]  

56
 to render the deep imbrications 

of both the material (urbanistspatial, 
architectural, infrastructural, etc.) and 
 immaterial (cognitive, psychic, ethical, 
social,  aesthetic, cultural, legal, etc.) di
mensions of urbanity. Moreover,’  Holert 
adds, ‘the knowledgebased polis is a 
conflictual space of political contesta
tion concerning the allocation, avail

ability and exploitation of “knowledge” and “ human capital’’’. As a 
consequence, he  concludes, ‘it is also a matter of investigating how 
the “knowledge spaces” within the visual arts and between the pro
tagonists of the artistic field are organized and  designed’ (2009, 8).

That Holert draws on the political aspects of the classic con
cept of urbanity, the polis, becomes clear when he suggests ‘that no
tions of “research” motivated by a sense of political urgency and 
upheaval are of great importance [because] positions that are criti
cized (and desired) as an economic and systemic privilege should be 
contested as well as (re)claimed’ (11).

57 
Holert transfers the political 

 aspect of the polis that exists in institutional economies to artistic 
studio practices, arguing: 

 
From (neo)avantgarde claims of bridging the gap be
tween art and life (or those modernist claims which in
sist on the very maintenance of this gap) to issues of ac
ademic discipline in the age of the Bologna process and 
outcomebased education, it seems that the problem of 
the art / nonart dichotomy has been displaced […] into 
a question of how to establish a discursive field capable 
of rendering an epistemological and ontological realm of 
artistic studio practice as a scientifically valid research 
endeavor. (8) 

Holert reconfirms his interest not only in knowledge production but 
also, by drawing on the ‘knowledgebased polis’, in the space where 
such knowledge is produced.

58
 Politics, it follows, is linked to both 

the production of discourse and the space in which such discourse is 
produced. Discursive practice is, I argue, spatio discursive.

59

Holert acknowledges the potentials and importance of spatial 
practice as well as its pitfalls.

60
 It is not clear, however, how discursive 

56  Art in the Knowledge 
based Polis, a research project 
at the Academy of Fine Arts 
Vienna, according to Tom 
Holert examines, ‘how art 
might be comprehended and 
described as a specific mode of 
generating and disseminating 
knowledge [and how it might] 
be possible to understand the 
very genealogy of significant 
changes that have taken place 
in the status, function, and 
articulation of the visual arts 
within contemporary globaliz
ing societies’ (2009, 8).

57  To support his point 
 Holert refers to the ‘Hornsey 

Revolution’, the occupation  
of Hornsey College of Art, 
which was later incorporated 
into Middlesex University and 
of which the School of Art & 
Design, where this study was 
mainly produced, is the direct 
successor. I return to the Horn
sey affair later.

58  Drawing on HansJörg 
Rheinberger, Holert calls such 
spaces ‘knowledge space’.  
See Rheinberger et al. 1997. 

59  Compare with Henk 
Slager discussing Miwon 
Kwon’s conception of discur
sive space arguing that ‘both 
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knowledge pro duction in general and 
the ‘epistemological and ontological 
realm of artistic studio practice’ (10) in 
particular relate to space as a constitu
tive parameter beyond a contingent and 
inevitable (in) convenience. Spatial ur
banity, for example, is too often limited 
to a metaphorical understanding ‘as in
frastructure of networked, digital archi
tectures of knowledge’ that exists next 
to ‘built environments’ (11). While it is 
essential to critically approach ‘the con
temporary knowledgebased city [as] 
structured and managed by information technology and database, 
and the new technologies of power and modes of governance they 
engender’ (11), it is also indispensable to identify an adequate entry 
point to understand architecture literally as a generator of space  
and knowledge.

61 

Holert gives possible entry points when he reflects on the gene
alogy of contemporary art practices, speculating about their poten
tial for discursive practices and (spaces of) knowledge production. 
Drawing on Michel Foucault’s epistemology, he identifies a certain 
positive knowledge, which traverses 

the technical, material, and conceptual decisions [and] 
which could be ‘named, uttered, and conceptualized’ in 
a ‘discursive practice’. This very ‘positivity of knowledge’ 
(of the individual artwork, a specific artistic practice, 
or a mode of publication, communication, and display) 
should not be confused with a rationalist transparency of 
knowledge. This ‘discursive practice’ might even refuse 
any such discursivity. Nonetheless, the works and prac
tices do show a ‘positivity of knowledge’—the signature 
of a specific (and probably secret) knowledge. (10) 

62

Although Holert notes that Foucault’s argument ‘appears to contra
dict [the] emphasis on nonknowledge, while simult aneously provid
ing a methodological answer to the conundrum’ (10), a clari fication 
of the relationship between what Foucault calls ‘discursive practice’ 
and the elusiveness of contemporary artistic knowledge production  
is missing. 

Foucault distinguishes ‘the gesture of the painter’ from ‘the 
 painting’ (2010, 194), but today the discursive both reveals and elimi
nates the gap between the production of the artwork and the artwork 
itself. The discourse seems to be the artwork, and since discursive 

the art work’s relationship to 
the actuality of a location (as 
site) and the social conditions 
of the institutional frame (as 
site) are subordinate to a dis
cursively determined site’ (Kwon 
1997, 92), thus ‘space is under
stood as a discursive construct’ 
(Slager 2012, 41–42). Also 
com pare with Lefebvre’s ‘Spatial 
Practices’, to which Kwon is 
refering, i.e. Lefebvre 1991. 

60  See for instance those 
visual gestures turning into ‘a 
mode of “pedagogical aesthet
ics”’ (Rogoff 2010, 42).

61 Only then it will be possible 
to go beyond a notion of con
struction in architecture that 
can be applied far too easily  
to the digital, to networks, or 
to systems in general. The 
systematics of any system can 
be associated with the con
structive systematic of archi
tecture. How can architecture 
be determined today in order to 
provide an entry point to un
derstand information in spatial 
and thereby societal terms?

62  Holert quotes Foucault 
2010, 193–194. 
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practice is how the ‘positivity of knowledge’ is conceptualised, dis
courseasartwork should be discussed as the positivity of the posi
tivity of knowledge. If forced into a discussion of discursive practice, 
then the positivity of knowledge conceptualised therein reappears 
as a new positivity in the present discussion: as a positivity of that 
positivity of knowledge.

The Positivity of  the Positivity of  KnowledgeWith Liam  Gillick’s 
bipartite reflection Maybe it would be better if we worked in groups 
of three? (2009a/b) on ‘the discursive model of praxis […] within the 
critical art context’ (a, 1) it is possible to examine the positivity of 
the positivity of knowledge and its spatial manifestations. First, 
it excludes any final modality (as, for example, a painting) emerg
ing from discursive practice that could be ‘shot through […] with 
a  positivity of a knowledge’ (Foucault 2010, 194), except discourse 
 itself.  Second, by dividing the reflection in ‘The Discursive’ and 

‘The Experi mental Factory’, Gillick provides two parts that fit the 
two  elements of a spatiodiscursive practise: discourse and space.   
According to  Gillick, 

The discursive model of praxis is the offspring of  critical 
theory and improvised, self organized structures. It is the 
 basis of art that involves the dissemination of informa
tion. It plays with social models and presents speculative 
constructs both within and beyond traditional  gallery 
spaces. It is indebted to conceptual art’s reframing of re
lationships, and it requires decentered and revised histo
ries in order to evolve. (2009a, 1)

That Gillick gives a definition of the discursive model of praxis makes 
the example of this text potentially radical: it is not a discourse on 
any object whatsoever; rather, it is a discourse on discourse. It be
comes clear when Gillick underscores the necessity  

to examine the notions of the discursive as a model of 
pro duction in its own right, alongside the production of 
objects for consideration or exchange. The discursive is 
what produces the work and, in the form of critical and 
impromptu exchanges, it is also the desired result. (2) 

How do we distinguish in such discursive art practice between dis
course as the ‘desired result’ and discourse as a metadiscourse that 
only suggests how discourse could itself function as a ‘desired re
sult’? As Gillick underlines the necessity of examining the discursive 
as a model of production in its own right in a critical art context, it 
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must therefore be questioned if  Gillick’s 
examination is a work of art in such a 
context. Gillick indeed claims that dis
cursive practice ‘is the basis of art that 
involves the dissemination of informa
tion’ (1). His text may be seen as an ex
ample of such art. However, as he claims, 
this art only involves the ‘dissemi
nation of information’, suggesting that 
there is something else, some excess 
beyond the mere ‘dissemination of in
formation’, that would really define it  
as artwork. 

Foucault, in the passage from The Archaeology of Knowledge to 
which Holert refers, suggests something similar:

Archaeological analysis would […] try to discover wheth
er space, distance, depth, colour, light, proportions, vol
umes, and contours were not, at the period in question, 
named, enunciated, and conceptualized in a discursive 
practice; and whether the knowledge that this discursive 
practice gives rise to was not embodied perhaps in the
ories and speculations, in forms of teaching and codes 
of practice, but also in processes, techniques, even in the 
very gesture of the painter. (2010, 193–194)

Knowledge, for Foucault, is not limited to embodiment in the reason
ing of language; ‘discursive practice […] is embodied in techniques and 
effects […] at least’, he underscores, ‘in one of its dimensions’. What 
defines a painting or Gillick’s text as an artwork is more than the 
knowledge conceptualised in discursive practice. The knowledge 

‘embodied […] in the very gesture’ (194) remains out of reach for ar
chaeological conceptualisations, and it therefore possesses an artis
tically intriguing form of ineffability.

63
 Accordingly, what makes an 

artwork an artwork might be found in other dimensions of ‘tech
niques and effects’, presumably constituted by practices beyond ‘the 
discursive’. Do such practices, which would have to be something like 
nondiscursive practices, actually exist?  

64

Conversely, it might be argued that language in the form of ‘the
ories and speculations, in forms of teaching and codes of practice [is 
itself a] technique and effect’ (183), and that discursive practice can
not be separated from nondiscursive practices. Rather, embodiment 
gives rise to knowledge as practice in the first place. Discourse, then, 
would belong to the realm of gesture from the start. 

63  This echoes what Sigmund 
Freud writes about the dream: 

‘There is often a passage in even 
the most thoroughly  interpreted 
dream which has to be left ob 
scure; this is because we be 
come aware during the work of 
interpretation that at that point 
 there is a tangle of dream 
thoughts which cannot be un 
ravelled and which moreover 
adds nothing to our knowledge 
of the content of the dream. 
This is the dream's navel, the 
spot where it reaches down 
into the unknown’ (2015, 525).

64  Such nondiscursive prac
tices also recall Gayatri 
Chakravorty Spivak’s question 

‘Can the subaltern speak?’ 
(2015), which leads Hito Steyerl 
to ask, referring to JeanLuc 
Nancy’s questioning of ‘work’ 
as that which ‘defines this 
inherently dispersed subject’, if 

‘the goal of a common language 
is also only a stumbling block 
that hinders our view of a 
common listening’ (Steyerl 
2007; Spivak 2008, 15–16).  
I return to Spivak, Steyerl and 
Nancy later.
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Foucault confirms that ‘archaeology finds the point of balance 
of its analysis in savoir, that is, in a domain in which the subject is 
necessarily situated and dependent’ (183). Bearing in mind that dis
cursive practice is not only what archaeology explores but also its 
very method—discursive practice produces knowledge and knowl
edge (as savoir) is the concern of archaeology—it is understandable 
that Foucault distinguishes between scientific domains and 
archaeological territories: 

Their articulations and their principles are quite differ
ent. Only propositions that obey certain laws of con
struction belong to a domain of scientificity […] Ar
chaeological territories may extend to ‘literary’ or ‘phil
osophical’ texts, as well as scientific ones. Knowledge is 
to be found not only in demonstrations, it can also be 
found in fiction, reflexion, narrative accounts, institu
tional regulations, and political decisions. (183–184, my 
emphasis)

Foucault’s Archaeology of Knowledge may be read as a philosophical 
description of a method and simultaneously as an exemplification 
of that method, a method researching discursive practice through 
discursive practice. From this perspective there is no apparent dif
ference between Foucault’s and Gillick’s texts, inasmuch as they ap
pear to perform what they address. The positivity of the positivity of 
knowledge, in both texts, is a superposition, a fusion of two positiv
ities of knowledge. There is an identity between discursive practice 
as gesture and discursive practice as product. 

From Architecture to the ArchitecturalAccording to  Gillick, 
the discursive exists in a form that is a perpetually reformed  model 
of a future possibility. The discursive is able to be just ahead of the 
realm that is driven by those market relations on which it is depend
ent. This model character of  ‘the discursive’ gives it its lived semi 
autonomy: embedded in the present and speculatively projected 
into the future. This semiautonomy might be related to a double 
spatiality, embedded in real space and speculatively projected into   
virtual spaces. 

Gillick calls such doublespatiality ‘free zones of real produc
tion’ (4) consisting of ‘contentheavy discussions — seminars, sym
posia, and discussion programs — alongside every serious art pro
ject’ (4). Gillick writes:

Yet the discursive as a form of art practice in its own right 
is not reliant on these official parallel events. It both goes 
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beyond and absorbs such moments, making them both 
material and structure, operating openly in opposition 
to official programming. (4)

The absorption and trespassing of constructed moments and spaces 
by such discursive art practice transforms them into material and 
structure. Discourse is embedded in a constructed space and project
ed into a nonconstructed space. Conceiving of architecture as mate
rial and structure as opposed to and independent from construction 
defines architecture from its speculative potential as an operational 
material and structure. Like ‘the discursive’, architecture would go 

‘beyond and absorb’ (4) ‘market rationalizations’ (2), turning them 
into speculative material and structure. Analogically to the opposi
tion between the terms ‘discursive’ and ‘discourse’, the term ‘archi
tectural’ captures the propositional character of such a con
ception of architecture. 

The architectural may also exist in a form that is a per
petually reformed model of a future, ahead of the realm driven by 
those market relations on which it is dependent. As ‘the site of pro
duction today often exists within the text alone’ (4), or as a text may 
be the only site from where the discursive eventuates, the architec
tural may eventuate from architecture alone. The architectural is the 
discursive character of architectural practice.

The Hornsey Affair: Lip Service vs. Changing the SituationGillick 
repeatedly points to a before as a spatiotemporal rupture in ‘the 
discursive’: i.e. ‘the postdescription of critical awareness’; ‘[state
ments] provide a “location” from which to propose a physical poten
tial beyond the immediate art context’ (4); ‘at the heart of the discur
sive is a reexamination of   “the day before” as a model for understand
ing how to behave, activate, and present’; ‘the discursive is the only 
structure that allows you to project a problem just out of reach and 
work with that permanent displacement’ (5).

Holert also draws on a before. Against the backdrops of art 
practiceled research and doctorates in universities, and of social, 
political, and economic engagements by the arts in the ‘knowledge 
based polis’, Holert writes: 

An adequate research methodology has to be developed 
in order to allow the researchers positions on multiple 
sociomaterial timespaces of actual making and  doing — 
positions that permit and actually encourage active in
volvement in the artistic processes in the stages of pro
duction before publication, exhibition, and  critical  
 reception. (2009, 11; his emphasis)
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Holert draws on the events that took place at Hornsey in 1968 in order 
to conclude that criticised and desired positions should be contested 
and claimed. A sense of political urgency and ‘upheaval’ (11) is impor
tant for this, according to Holert. Talking about upheaval, however, 
it is not clear if Holert is actually suggesting that today’s students of 
the School of Art and Design of Middlesex University, the successor 
institution of Hornsey College of Art, should reoccupy the school, as 
did the students in 1968, and 

[make the occupation] expand into a critique of all as
pects of art education, the social role of art in the politics 
of design [and make it lead] to six weeks of intense debate, 
the production of more than seventy documents, a short
lived Movement for Rethinking Art and Design Educa
tion (MORADE), a threeday conference at the Round
house in Camden Town, an exhibition at the Institute of 
Contemporary Art, prolonged confrontation with the lo
cal authority, and extensive representations to the Par
liamentary Select Committee on Student Relations. (3)

65

The students’ occupation of Hornsey College of Art in 1968 con
sisted in ‘weeks of occupation and sitins, discussions, lectures, and 
screenings’ (Holert 2009, 3). Drawing on a student’s comment that 
uses rhetoric of   ‘selfempowerment’ (‘personally involved’, ‘dialogue’, 

‘responsibility’, ‘respond vociferously’, ‘discussion’, ‘faces [that] were 
alight with excitement’, ‘talked more than they ever had talked be
fore’, ‘something which was real’, ‘actively concerned’, ‘participate’, 
etc.) , Holert states that ‘the discovery of talking as a medium of 
agency, exchange, and selfempowerment […] may be […] labelled as 

“research”’ (3). Furthermore, he puts forward that this necessity of 
a change in the system was based on ‘the “disastrous consequences” 
of the “split between practice and theory, between the intellect and 
nonintellectual sources of creativity”’ (5), and on the need for a ‘flex
ible training in generalized, basic creative design that is needed to 
adapt to rapidly changing circumstances’ (Students 1969, 116–117). 
Resonating ‘the general changes within society and culture’ (Holert 
2009, 5), Holert writes that the claims for intellectual reflection and 
transformation of the environment ‘had to become manifest in the 
very conceptual framework not only of art education, but of art dis
course as such’ (5).

66

In this light the Hornsey revolution marks a paradigmatic shift 
in the educational system based on a renewed selfconsciousness of 
art practice as related to the contingencies of the real world and in
tellectual activity. As historical legacy, the example of Hornsey—
as a speculative beginning of artistic research—seems well chosen  

65 Holert is quoting from 
Tickner 2008, 13–14

66 Holert repeatetly quotes 
from Students 1969, 38–129.
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by Holert. However, if the antagonism exposed in the Hornsey rev
olution already contained the sense of political urgency for which 
 Holert calls, then where should political urgency come from today, 
and particularly, where should it lead since the revolution has already 
transformed the system by incorporating research and its relation to 
the practical world. The key to this problem may be found in the doc
ument from 1969 written by the students describing how research 
should be incorporated in art education:

As well as being on general problems of art and design 
(techniques, aesthetics, history, etc.) such research ac
tivity must also deal with the educational process 
itself. (Students 1969, 128–129)

Research is described in terms of being on technical, aesthetic, or 
historical problems, thus reopening the gap it was initially supposed 
to bridge by incorporating ‘practice and theory’ (Students 1969, 118). 
What is incorporated, however, is a coexistence of practice and 
 theory on a bureaucratic educational level, and not in practice itself. 
The addition that such research should deal with the educational pro
cess itself is a weak reminder of the critical position that once pro
pelled the revolution. What seemed to be a paradigmatic shift was 
just the kickoff for a development leading to what today  Gillick calls 

‘discursive practice’. Research was merely on art, talking about, 
and Holert is stuck on that paradigm. He admits it indirectly: 

It is somewhat contradictory to claim a critical stance with 
regard to the transformation of art education through an 
artistic research paradigm while simultaneously operat
ing at the heart of that same system. I do not have any 
solution for this. (2009, 08)

In order to suspend — not solve — the problem of this  powerlessness 
toward the system, the problem is generalised by Holert and equipped 
with an imperative, claiming that whoever ‘enter[s] the academic 
powerknowledge system of accountability checks and evaluative 
supervision, […] accept[s] the parameters of this system’ (8). Never
theless, Holert is open enough to ‘venture that addressing the  power 
relations that inform and produce the kind of institutional legit
imacy / consecration sought by such research endeavours could go 
beyond mere lip service and be effective in changing the situation’ 
(3). Holert’s contradiction between a presumably absolutely imper
ative submission under the aca demic powerknowledge system and 
the hope for a transformative power is regrettable, particularly with 
regard to the importance Holert assigns to urban dimensions. 
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As a result, an exclusive inclusion 
of art practice into the system remains 
intact and present throughout Holert’s 
text. Holert describes ‘the artistic realm 
[as] the multifarious combinations of 

artists, teachers, students, critics, curators, editors, educators, 
funders, policymakers, technicians, historians, dealers,  auctioneers, 
caterers, gallery assistants, and so on’ (1), while simultaneously call
ing for the establishment of a particular ‘artistic’ studio practice 
that could be acknowledged as a scientific ‘research endeavor’ (8).  
Art practice is put into a schizophrenic situation that Holert man
ages to resolve only by maintaining the division between the pro
duction of an artwork and the artwork itself, linking discourse with 
those stages of production that occur before art. 

Temporal ‘before’ vs. Spatial ‘before’The nature of Holert’s 
‘before’ is the process before the object, the production before the 
product, completely disregarding the artistic character of discur
sive practice and its potentials. Consequently, Holert is incapable of 
naming the political urgency necessary for research other than by 
an outdated historical example. Due to his own setup of imperative 
submission under the system he is doomed to lament the ‘increase in 

“standardisation,” “measurability,” and “the molding of artistic work 
into the formats of learning and research”’ (1).

Gillick’s ‘before’, in contrast, sets out rather as an after, as a 
‘postdescription of critical awareness’ (Gillick 2009a, 4), which ‘over 
the last twenty years […] has given us a lot of time to excuse ourselves, 
to qualify ourselves and to provide an excess of specific positions 
that are not necessarily in sync with what is presented in the spaces 
for art’ (4, my emphasis). Yet, Gillick advises ‘to not look back too far’ 
(5). Since ‘the discursive is what produces the work and […] it is also 
the desired result’ (2), its before is purely speculative, indifferent 
to actual spatiotemporal successions. It is excessive. Its exit from 
the system is possible due to a materialisation of the system, turning 
it into a material of ‘the discursive’ as a form of art practice. 

The discursive has its ‘before’ within itself because in it, ‘we 
are constantly projecting […] that something will lead to something 
else “at some point”. True work, true activity, true significance will 
happen in a constant, perpetual displacement’. Gillick gives this 
projected displacement a clearly spatial name: ‘justaroundthe 
cornerness’ (7).

Holert and Gillick build their arguments for political  urgency 
or  political potential in two similar  assumptions: first, in an entan
glement between art and capital,

67
 and second, in a coexistence of 

presence and nonpresence in art practice. 
68

 Holert situates the 

67  Expressed either as the 
involvement of ‘the knowledge 
based polis’ in ‘the visual arts’ 
(Holert 2009, 11), or as a ‘paral
lelity’ between ‘a critical double’ 
of    ‘a discursive frame’ and ‘the 

machinations of globalized 
capital’ (Gillick 2009a, 7).

68  Either as a ‘peculiar rela
tionship between the availa
bility and unavailability 
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entanglement of art with capital and the 
contradictory spatiotemporality in art 
practice in the historical field of visual 
art while  Gillick situates both in discur
sive practice. For Gillick, no prepara
tion is necessary, no metadiscourse 
about discourse. The practice of dis
course has its own materiality that can 
be analysed and made instantly productive in discourse itself. 

Capital

Autonomous Art and Commodity FormDrawing on Adorno’s 
Ästhetische Theorie the philosopher Stewart Martin expounds how 
‘the absolute artwork meets itself with the absolute commodity’ 
(2007, 18), contradictorily or reciprocally, concluding in an accord
ingly cyclic manner:

New forms of commodification need to be examined as 
the heteronomous scene of new formations of autono
mous art; new forms of art need to be examined as the 
contradictions of new formations of commodification. 
(24)

Martin underpins his answer to the question whether ‘the insistence 
that we have entered some ‘‘postart’’ epoch […] should not be rec
ognized as the scene of new formations of art’s autonomy’ (23), ar
guing ‘if autonomous art is an immanent contradiction of the com
modity form, it remains an inherent potential within a commodity  
culture’ (23–24).

This contradictory yet dependent relation between ‘autono
mous art’ and ‘commodity form’ resonates with Gillick’s discursive 
practice being simultaneously ‘out of reach’ and ‘too close’ to current 
working dilemma (2009a, 7). Gillick’s discourse, as an artist, argu
ing for ‘the discursive [as] the only way to challenge the forces of 
selfredundancy, as it internalizes and expresses consciousness of 
[…]  capitalism’ (7), would expose the ‘inherent potential within a com
modity culture’ (Martin 2007, 24). 

The term ‘autonomy’ seems inappropriate when artists urgent
ly seek alternative forms for their engagements as a critical reac
tion to the apparent total commodification of the world by capitalist 
economic principles and neoliberal management. Gillick’s pledge 
for ‘the discursive [as] the only way to challenge’ (7, my emphasis) 
also reflects such urgency. Gillick’s standpoint seems contradictory 

of artistic knowledge produc
tion’ resulting from ‘the consti
tutive dissolution (or suspen
sion) of its subjects and media’ 

‘within the visual arts’ (Holert 
2009, 10, my emphasis), or as 

‘the discursive framework […] 
being simultaneously “out of 
reach” and “too close” 

[…] to the dominant culture’ 
because ‘it starts from the 
position of understanding the 
process of redundancyvia 
flexibility, and it coopts that 
process for different ends,  
in order to redirect its appar
ent loss’ (Gillick 2009a, 7,  
my emphasis).
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because the urgency that is expressed in 
the exclusivity of ‘the discursive’ tends 
to resolve the problem, even though this 
solution is an endless challenge. One is 
part of this total machine of commod
ification to such an extent that every 
attempt to escape from it turns imme
diately into farce. Possibly for this rea
son many artists develop a fundamental 
trust and selfesteem in their work, like 
an independent entrepreneur, prevent
ing them from confronting the question 

of commodification. Perhaps one should take the farce of escaping 
the machine seriously; that is to say, the adaptation and simultane
ous redirection of indifferent managerialism.

69
 

Managerial GesticulationsAs it is evident that the entrepre
neurial paradigm is challenged by a managerial paradigm, it is le
gitimate to ask whether capitalism is still the dominant ideology to 
be fought. The managerial paradigm is characterised by the disjunc
tion between social forces of production and relations of produc
tion. The managerial paradigm resonates in the use of the concept 
of ‘project’ in Gillick’s discursive practice. According to Boltanski 
and  Chiapello, the managerial tool employed in order to reconnect 
or replace, the disjunctions generated by managerial innovations in 
the economy was the project, or ‘projections’, of reconnections in 

‘networks’ (2007, 103–107). The disjoined projection of social forces 
into the métier of the artist has become problematic today, since the 
same disjoined mechanism functions for any work whatsoever. 

Two models of production are in place today. In the first, social 
forces of production are employed to produce numbers (e.g. forms, 
employability, clicks, certificates, attendance, etc.) that have noth
ing to do with the actual content of the work produced.

70
 Meaning 

and time are evacuated from the actual work and shifted from the 
exploitation of creative flexibility to the implementation of friction
less redundancy. 

In the second model, relations of production are maintained 
for those goods that still have to be produced (e.g. exploitation of 
natural resources, food industry, etc.), but detached from any so
cial forces, i.e. questioning the process of production, because they 
would only slow down productivity (even if potentially for the good 
of it).

71
 These two models of production correspond to what Gillick 

refers to as ‘suspension and repression [as] the dominant models’ 
(2009a, 5). The first suspends meaning in a form of velvet bureau
cracy, and the second represses meaning in a form of velvet slavery. 

69  With regard to ‘farce’, see 
Agamben’s use of the word ‘gag’ 
in Notes on Gesture (2000, 
49–60) or his discussion of 
Bataille’s ‘negative articulation’ 
in Language and Death (2006, 
49–53).
 
70  For example, critical in 
vention is perceived as a threat 
to the smooth delivery of the 
desired numbers, even if such 
invention could potentially 
enhance the product, hence 
uncritical tailored workforces 
are preferably employed by the 

current industry; also life 
changing experiences (e.g.  
in exhibitions) are perceived as 
a threat to attendance, hence 
the preference for high numbers 
of participation in mediocrity.

71  Innovation is an integral 
part of this system, since it 
serves the increase of quantifi
able numbers, of which quality 
is only one criteria among 
many others, such as winning 
over consumers, avoiding 
juridical problems, saving 
taxes, etc.
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There is slavery in the world that is any  
thing but velvet, and the prospect of a 
total bureaucracy is equally far from vel
vet. Nevertheless, often neither bureau
cracy nor slavery are total with regard 
to contemporary working conditions. 
They frequently wear the mask of a ‘hu
man face’.  Bureaucracy is defined as the 
new relations of production for which 
the social productive forces now work, thus masking bureaucracy. In 
slavery, social work forces are charmed and made efficient by gener
ating the illusion of meaningfulness (e.g. by electing the employee of 
the month) and thus masking slavery. In order to maintain the integ
rity of social forces of production and relations of production, work
ers are prepared to accept the incoherence of meaning perverted to 
the point that it becomes the new true meaning, i.e. when academics 
start believing that the quantifiable employability of their students 
and the number of publications reflects the quality of their education 
and research, or when cashiers in a supermarket chain take pains and 
pride to become the worker of the month.

72

Social Farces of  ProductionAs the balance between social   
 forces of production and relations of production is restored— albeit 
on the basis of a perverted meaning (of meaningful suspension and 
redundancy)—bureaucracy and slavery become indistinguishable.  
They suspend or repress themselves in a perpetual meaning of a life 
independent from work (since the work no longer has any inherent 
meaning). This is a hybrid state since it cannot be disrupted by accu
sations against workers, neither that they let themselves be exploit
ed for the innovation of products (since they innovate numbers) nor 
that they let themselves be employed to produce meaningless work 
(since the result of the work, and indirectly its meaning, is to give 
meaning to a life purified from the work’s meaning). The pressing 
question that must be asked, consequently, is whether the ethos of 
work is relevant to the fulfilment of this life.

73
 

Today’s forms of work, simultaneously totally connected with 
the production of numbers and totally disconnected from the pro
duction of the actual products, produce an ethically unresolvable 
situation of stress for the worker. The worker is forced either to ac
cept the meaning of meaninglessness as liberation from productive 
exploitation and as the fulfilment of work redundancy and pure life, 
or to forcefully reestablish the place of meaning in the actual prod
uct and the social forces of production, thus reestablishing the prob
lem of flexibility and the exploitation of creativity connected with it. 
Because of the projection of social forces of production into what 

72  Also see Frédéric Lordon’s 
analysis of the workers’ pas
sion for their jobs in Willing 
Slaves of Capitalism, in a read
ing of Baruch Spinoza’s Ethics, 
and the light he sheds on  
possible gradual shifts from 
capitalism to communism,  
for instance on ‘the forces of 
affect responsible, not for  
the local oddities of voluntary 
servitude, but for the perma

nence of universal “human 
servitude”’ (2014, 156). 

73  Compare with Stefano 
Harney and Fred Moten, 
Michel Feher,  Gerald Raunig,  
or Maurizio Lazzarato, and 
 others. The point here is not  
to establish a theory of political 
economy, though, but rather  
to set the scene for spatio 
discursive art.

123122



might be called the coincidence of 
bureaucracy and slavery, the 
artist’s work today faces an analogous 
dilemma, which Gillick articulates as a 
countermethod: ‘We’ve had flexibility 
and now we have redundancy, yet we re  
fuse to stop working’ (2009a, 7).

The artist’s refusal to stop work
ing, the work of art’s irreducible task, corresponds to both sides of 
the worker’s dilemma of neither equipping redundancy with meaning 
nor reinstalling flexibility into work: the artist keeps meaningless
ness operative as meaninglessness, thus refusing both redundancy  
and flexibility. 

Useful Uselessness : Useless UsefulnessDiscursive practice is 
a logical form for an autonomous art able to simultaneously ‘fetish
istically insist on [its] coherence, as if [it] were the absolute that it 
is unable to be’ (Adorno 2015, 310) and include ‘art’s heteronomous 
determination’ as written or spoken ‘selfcritical dialectic with an
tiart’ or ‘postart’ (Martin 2007, 23). In other words, the selfcritical 
dialectic of which discursive practice consists makes it insist on ‘the 
rationality of its irrationality’ (Adorno 2015, 310–311). Like a turna
round, Gillick’s discourse on discourse, rather than advocating, em
pathically fetishises ‘delusion by insisting that otherwise art would 
not exist’ (310).

Just as Baron Munchhausen saved himself from drowning by 
pulling on his own hair, ‘today art must extract itself from its heteron
omous determination to a seemingly unprecedented degree’ ( Martin 
2007, 23). The problem is to realise (in a work of art) that this is ‘too 
close’ to current working conditions and simultaneously absolutely 
‘out of reach’ for them. Today, when everyone is Baron  Munchhausen, 
art has the task to insist on usevalue not by means of uselessness, 
but by means of usefulness, hence antiart, and turn that means into 
a useless end.

74

Can you feel it?Who could tell if Anton Vidokle’s essay ‘Art 
without Work?’ is a work of art? Vidokle narrates at length how the 
artist Rirkrit Tiravanija ‘did most of the cooking’ for a ‘meal / discus
sion space’ for ‘conversations on contemporary art’ (2011, 7). Vidokle 
continues: 

Spending most of his time in the improvised backyard 
kitchen allowed Rirkrit to not engage in the conversa
tion and to not speak or answer questions about his art, 
which is something I think he does not like to do. When 

74  Compare with the intro
duction of the editors to the 
reader Intellectual Birdhouse—
Artistic Practice as Research, 
which does end with an 
answer: ‘There is fictiousness 
in the “knowledge economy” as 
compared with the reality of 
art, and who would have thought 
that art would become the link 

to reality in a world that is 
losing its grip in the name of 
knowledge? So how does one 
sufficiently limit the definition 
of artistic research so as to 
develop epistemic claims while 
not breaking its own modes  
of making and thinking? The 
answer is: we don’t know’ 
(Dombois et al. 2012, 13).
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asked if what he was doing is art, Rirkrit said no, he was 
just cooking. (7)

This account might be applied to Vidokle’s article itself as his own 
current discursive practice of writing an article on the significance 
of work in art. Is it art? No, it’s just writing. Vidokle reflects on 
 Tiravanija’s work: 

What happens here is that rather than speak or work in 
the capacity as an artist, Rirkrit prefers to make himself 
very busy doing something else in the space of art. Fur
thermore, not unlike the Factory [of Andy Warhol], yet 
dispersed amidst many different art venues and dates, 
Rirkrit’s activity manages to temporarily construct a 
rather peculiar set of social relations between those in 
attendance. While he displaces the art object and the fig
ure of the artist from its traditional place at center stage 
(to the kitchen), perhaps reflecting Duchamp, his pres
ence usually forms a quiet yet influential and shapegiv
ing center for those present. Rirkrit does manage to pro
duce art while not working in the capacity of an artist, yet 
to do so he really makes himself very busy: he works very 
hard doing something else. (7)

Similarly, Claire Fontaine in their essay entitled ‘Our Common Crit
ical Condition’, in which they recall Allan Kaprow’s reflection on his 
work, write:

‘When you do life consciously, however’, writes Kaprow 
in 1979, ‘life becomes pretty strange — paying attention 
changes the thing attended to — so the Happenings were 
not nearly as lifelike as I had supposed they might be. But 
I learned something about life and “life”’. (2016, 3) 

75

‘This conscious, reproducible life, imprisoned by quotation marks’ 
(Claire Fontaine 2016, 3), recalls the contradictory but inherent en
twinement of the artwork with commodity, in as much as the quota
tion marks make life reproducible as the commodity “life,” and not 
as life. Strictly rejecting ‘a return to the paternalist dictatorship of 
modernism, with its ludicrous religion of the autonomy of art’ (3) 
Claire Fontaine lament  in clear effervescent language: 

We live like this with no hope for political change (how
ever necessary) in our lives, nor a common language 
capable of naming this need or allowing us to define 

75 Claire Fontaine quote from 
Kaprow 2003, 19.
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together what is particular to our 
present. This condition is new, no 
doubt unique in  Western history; 
it is so painful and engenders such 

a profound solitude and loss of dignity that we some
times catch ourselves doubting the sincerity of artworks 
that are created under such conditions — for we know 
that their fate is uncertain, and will most likely disap
point. (3–4)

‘Nevertheless’, they conclude in an all the more willing tone,

The field of art has never been so free, vast, and attractive 
to the general public — and this is perhaps precisely what 
makes our present condition a profoundly critical one. (4)

Research

Known-ConstructionResearch in art, and more specifically 
for Ph.Ds, has seen an inflationary culmination of descriptive and 
tentatively defining formulas, the listing of which would not only be 
necessarily incomplete but also completely unnecessary. Research 
in art does not have to be conceptually defined in order to exist.  
The recognition of the increasingly unmanageable literature ad
dressing issues around the definition of artistic research seems in
trinsically doubtful, particularly with regard to my spatial take on 
discursivity. Although many of these texts provide insight on what 
researchers actually do, it is of interest to detect how the nondefin
ability of artistic research serves as the tentative core of a definition 
and to parallel it with the selfdefining attempts of current discursive 
art practices.

76
 

‘Many of us must feel we’ve been doing “artistic research” for 
years—without quite calling it that’, as Sarat Maharaj puts it, contin
uing: ‘Whatever we feel about this, we cannot wriggle out of unpack
ing what we mean by research in contemporary visual art practices 
and art education’ (2004, 39) — or what we don’t mean by it. Some 
voices stand out, including Maharaj’s own. In a conversation with 
Annette Balkema, Maharaj says: 

Why art’s consciousness studies and artistic research 
matters today — and why it’s not just another  university 
phenomenon—is that it is about creating the scenario in  
which we learn to listen to the other […] where the other 
will not be heard entirely as Spivak has put it. […] What 

76  A selection of literature  
on artistic research would 
include Balkema and Slager 
2004, Elkins 2009, Macleod 

and Holdridge. 2009, Melrose 
2002, Sullivan 2010, Dombois 
et al. 2012, Badura 2015, or 
 Caduff 2010.
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sound will create the sonic construction which begins to 
produce that subjectivity, the feeling, that  consciousness 
in which the engagement with difference and otherness 
begins? […] feeling, emotion and subjectivity. It is those 
very things that have been taboo.  (Balkema et al. 2004,  159)

The intrinsic link between ‘artistic research’ and ‘contemporary visual 
art practices’, to use Maharaj’s terms, and the intrinsic link between 

‘discursive art practice’ and ‘current art’, to use Gillick’s terms, span 
the vector space in which we operate. Discursive art practice would 
be, in Maharaj’s terms, an artistic research practice as

‘work in pregross’ where the echoword ‘progress’ con
notes succession, sequence, possible fulfilment. Joyce’s 
twister ‘pregross’ implies that some final, full bulk of the 
project is never quite attained, we are always at a ‘pre
paratory’ stage just short of its total gross state. (40)

Compare this with Gillick:

True work, true activity, true significance will happen in 
a constant, perpetual displacement [however] this per
manent displacement provides a location for refusal and 
collective ennui. (2009a, 7, my emphasis)

To conceive of ‘the discursive’ as a ‘listening’ rather than speaking, 
as what generates such collectivity (and spatiality), whether in the 
context of ‘artistic research’ or ‘current art’, might shift the forces 
of the active vectors towards a common trajectory. Imagining the 
chronology the other way around, artistic research preceding art 
practice, then an artistic researcher now becoming an art practi
tioner might say, paraphrasing Maharaj: ‘Many of us must feel we’ve 
been doing [discursive art practice] for years—without quite calling 
it that’ ( Maharaj 2004, 39, altered).

The questions artistic research and current art ask, as  described 
by Maharaj and Gillick, are the same. Both are ‘out of reach’ and ‘too 
close’ to their respective contexts, which represent the condensation 
surface of capitalism as ‘the dominant culture’, the ‘machinations of 
globalized capital’, and equally, the ‘other’ to which one must listen. 
The abstract concept of capitalism never exists as such; it always con 
denses on actual deeds, such as the academy or the art world, the 
factory, the state, or the family, and so on. When Maharaj asks which 
sound will create a subjectivity of otherness, this may be understood 
as a resonance in the artist’s feeling and consciousness that takes 
up a process and redirects its apparent loss, as suggested by Gillick.
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It may be said that ‘in [an artistic 
research] frame there is always an ele
ment that parallels the machinations 
of globalized capital — that is both its 
strength and weakness’ (Gillick 2009a, 
7, altered). From this it can be seen 
what artistic research can learn from 

‘current’ discursive art practice, namely that political potential stems 
from ‘art functioning as a structural parallel to contemporary work
ing dilemmas in the dominant culture’ (7).

 77
 Artistic research also 

functions as such a structural parallel.
What then can ‘current art’ learn from artistic research? In 

many ways the multiplicity, plurality, diversity, or mess of issues, 
methods, objects, questions, etc., that proliferate in artistic research 
correlate with the abundances of the contemporary art world in 
which, according to Claire Fontaine, ‘every artist develops his or her 
own language and nurtures the impression of being the only one to 
speak it’ (2016, 3). They denounce the ill of this situation by using the 
term of ‘the “arbitrary”: behold the name of the troublesome guest 
that was soon to invite itself into all art writing and every exhibition 
space around the world, with no plans to leave’ (3).

The same holds true for artistic research. In absence of the po
litical potential of the discursive framework the arbitrary befalls ar
tistic research as an ‘unnamed activity’ (Maharaj 2004, 39). However, 
Maharaj argues, ‘it is, in Samuel Beckett’s words, more of an “unnam
able” because it has to invent its own methods each time rather than 
parrot pregiven ones’ (39). As unnamable, rather than unnamed ac
tivity, it keeps the political alive as potential.

Nevertheless, the ‘arbitrary’ that Claire Fontaine are pointing 
to still reverberates in BeckettviaMaharaj’s ‘unnamable’, which 
seems to survive in the mere methodonthego, in each and every 
single step of this permanent revolution. Can the arbitrary indeed 
become critical when it is being reduced to infinitesimal unname
able  postponements? 

Infrastructural DignityThe critical point consists in remaining 
wary, as Rogoff puts it, about such ‘multiplicity’ and its ‘limits’. She 
suggests thinking of it as ‘an epistemological crisis […] from which to 
think the notion of an emergent field’, rather than ‘expanding field’, 
because, as she writes, 

An epistemological crisis would allow us to think not 
competing interests but absent knowledges, it would 
allow us a proposition that would say that if we were 
able to find a way to know this, it might allow us to not 

77  This point has also been 
made in comparison to Holert’s 
text. Maharaj is aware of the 

‘political urgency’ present in the 
‘political potential’ of the art
work, which therefore does not 
need the necessity of a political 
urgency external to it.  

The reason to repeat the point 
here is to reflect on how ‘other
ness’ reflects on discourse, how  
the destabilising moments  
of research may be inherent in 
current art, and how this possi
bility links to Gillick’s notion 
of ‘semiautonomy’.
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think that. So it is a question of 
the loss or the sacrifice of a way of 
thinking, as opposed to the cumu
lative proliferation of modes of 
operating. (2015, 45)

This is a complex argument for an inoperative operation, an oper
ability not by means of a creative destruction, but rather a destruc
tive creation in which ‘a proposition’ of ‘a way to know’ enables a 

‘loss […] of a way of thinking’ (45). Rogoff relates this operation to 
infrastructure by considering ‘working without the means of a dig
nifying infrastructure’ an ‘impoverished condition’ (48). It is the 
lack of infrastructure that leads to ‘the cumulative proliferation of 
modes of operating’ (45) which Rogoff opposes. To cope with the 
proliferation of the arbitrary would mean asking how it is possible 
to find ways of creating the means of a dignifying infrastructure, or 
an infrastructural dignity, able to counter a condition of neoliber
al management that is forcefully destroying infrastructural means 
of production just for the sake of the reproduction of capital. Fore
grounding new knowledge as opposed to shifts in modes of thinking,   
Rogoff suggests: 

We might reflect about what the absence of infrastructure 
does make possible, which is to rethink the very notion 
of platform and protocol, to put in proportion the ele
vation of individual creativity, to further the shift from 
representation to investigation. (47)

Beyond an epistemological crisis, an ontological crisis would allow 
thinking absent beings as propositions that would say that if we 
were able to find a way to be this, it might allow us to not do that. 
 Rather than opposing the ontological crisis to the epistemological as 
a specifically artistic one in a spatiodiscursive practice, both crises 
converge. A specific artistic way of knowing/being can redirect the 
loss of a way of thinking/doing. 

Discursive Art Practice: The YoungIn his introduction to what 
he called ‘a special issue of Communications’ 

78
 Roland Barthes takes 

‘the group of its authors’ as a pretext to reflect on ‘[the issue’s] unity, 
at least its original unity’: 

These are all students, recently committed to research; 
deliberately collected here is the first work of young 
researchers sufficiently free to have determined their 
research project themselves and yet still subject to an 

78  Communications is a 
French thematic journal creat
ed in 1961 by Georges Fried
mann, Roland Barthes, and 
Edgar Morin on the studies of 

mass communication and 
semiotic analysis, and more 
recently anthropologicalsocial 
studies.
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institution, that of the third cycle 
doctorate. (1989, 69)

The issue does not ‘explore a body of 
knowledge or […] illustrate a theme’, 
and nor does Barthes. Instead he ‘dis
cuss[es …] mainly the research itself’, 
specifying that it is ‘a certain research, 
research still linked to the traditional 
realm of arts and letters’ (69).

Although what is at stake in Barthes’s text is not ‘artistic re
search’ or ‘discursive art practice’, the link to the ‘arts’ is central to 
his discussion, because ‘the task (of research) must be perceived in 
desire’ (69), and ‘for desire to be insinuated into my work, that work 
must be demanded of me […] by a living collection of readers ex
pressing the desire of the Other’. This demand or desire, which can 
only be ‘formulated outside the institution’, Barthes claims, ‘can only 
be the demand for writing’. This desire for writing links writing to 
the ‘realm of arts and letters’ (70).

Specific to the young researcher, as a researcher ‘on the 
thresh old of his work’, Barthes observes that ‘the student experienc
es a series of divisions’. Economically, socially, or intellectually, the 
student ‘belongs to an economic class defined by its unproductive
ness’ she or he ‘is excluded from any nomination’, and ‘has not yet […] 
the availability of communication’ (69). Most importantly, however, 
Barthes writes:

As a researching subject, he is doomed to the sepa
ration of discourse: on the one side the discourse of sci
entificity (discourse of the Law), and on the other, the 
discourse of desire, or writing. (69, my translation) 

79

What is at stake is the coincidence of ‘writing’ with both ‘the dis
course of desire’ and ‘the student “of letters”’. Although for Barthes 
‘the discourse of desire’ should apply ‘broadly, institutionally, to the 
student’, he takes ‘the student of  “the letters”’, literally, or the student 
of the arts, generally, as the potential paradigm for a ‘broader’ and 
‘needed’ change, ‘that it is not his competence or his future function 
that is needed, but his present passion’ (70).

Passion is linked not to the future consolidated capacities 
and merits of a senior researcher, but on the contrary to the pres
ent capacities — or incapacities — of the young subject and to their 
desire and their writing. Furthermore, assuming that the task of re
search is desire, we can  conclude that research is intrinsically linked 
to the subject being young. 

79  The original text reads il 
est voué à la séparation des 
discours (Barthes 1984, 103), 
and the translation by Richard 
Howard as ‘he is dedicated to 
the separation of discourses’ 
(Barthes 1989, 69). Although 
the translation is correct, the 
meaning of the French original, 
voué, seems more ambivalent 
between the rather active 

‘dedicated’ and the clearly pas
sive ‘doomed’. Since what is  

at stake here is what is unavail
able to the student due to his 
status as young subject, the 
passive form seems to be more 
appropriate. The translator of 
the German edition, Dieter 
Hornig, has decidedly opted for 
a passive interpretation  fällt  
er der Trennung der Diskurse 
anheim (Barthes 2006, 92), 
which could be translated as 

‘he falls prey to the separa
tion of discourses’.
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While for the youthful researcher such passionate research is 
intrinsic or unavoidable, it poses a challenge for the senior research
er. The translators of Jeunes Chercheurs into English anticipate this 
challenge by choosing the formula Research: The Young, as if research 
would immanently bleed into youthfulness, as if for the senior 
 researcher passionate engagement in research would mean to subject 
oneself to rejuvenation. The task is to not confuse the passion 
that lurks behind every economic interest with the young passion of 

 ‘unproductiveness’, lack of ‘nomination’, or lack of ‘communication’.  
The difference is that for the young, the interest, or rather the desire, 
is expressed by ‘the Other’. Rather than the forces of one’s own pas
sionate interest, which are directed outwards, pushing the subject 
into the world, there are passionate forces pulling the subject inward 
into the world. Such pulling desire is not an interest. It is opposed 
to the passion of economic interests. The Other is not ‘a collectivity 
seeking to guarantee my labour and to gain a return [an interest] on 
the loans it grants me’. The desiring Other is ‘a living collection of 
readers’ (70).

The young researcher, and particularly the young researcher 
of art and letters, feeling the demand of the Other expressed in the 
desire to read, intrinsically lacks interest in ‘the control of the Law’, 
thus allowing, or forcing her or him, according to Barthes, 

to extract the ‘ego’ from its imaginary hull, from that sci
entific code which protects but also deceives, in a word to 
cast (jeter) the subject (sujet) across the blank page, not 
to ‘express’ it (nothing to do with ‘subjectivity’) but to dis
perse it: to overflow the regular discourse of research. (71, 
original French added)

In such happy and cheerful, but illegal dispersion (as opposed to 
the discourse of the Law) of one’s ego ‘across the blank page’, the re
search ‘manages to link its object to its discourse and to dispossess 
our knowledge by the light it casts on objects not so much unknown 
as unexpected’ (75).

For Barthes this ‘dispossession of knowledge’, entailing a space 
of possibility where the ‘known’ object may appear in ‘unexpected 
light’, is crucial for society because ‘it is at just this moment that re
search becomes a true interlocution, a task in behalf of others, in a 
word: a social production’ (75).

Discourse, as research, is a social production through 
which existing knowledge can be dispossessed. (Non academic) 
discursive art practice can learn from doctoral artistic research 
that such dispossession is both intrinsic to the arts and typical of  
the young, taken that doctoral students are by definition immature, 
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irrespective of their age. Discursive art practice, from the point of 
view of the desire for writing that is being demanded by a collection 
of readers, must be perceived as a practice of rejuvenation. Nothing 
to do with age, discursive art practice can be called, using the formu
la of the translators of Barthes’s text, ‘The Young’.

Contingency

Rejuvenation MachinesPassionate or young research is ‘uto
pia’, writes Barthes, ‘for we realize that society is not ready to con
cede this happiness broadly, institutionally, to the student’ (70). Why 
then, as Maharaj asks, are ‘doctoral programs in visual art practice 
being steadily constituted all over?’ (2004, 39). Is it possible to sus
tain the argument that the constitution of artistic research is simply 
the unimaginative outcome of a bureaucratic transformation pro
cess of higher education (i.e. Bologna), in which despite the evident 
neoliberal mechanisms of control nobody has wondered: What 
on earth is the point of artists doing academ
ic research? Isn’t there a chance to think that nowadays there 
has been some change in society that would actually, finally, con
cede such happiness to the student, and if not broadly then at least 
singularly to the artist student and the artistic researcher? If yes, 
what would be the societal urgencies at the base of such rejuvenat
ing  research?

Barthes attributes to society the general capacity to concede 
happiness. In 1972, however, when his text was written, society does 
not use its capacity. Why, at that time, was society not ready to con
cede happiness to the student? Why today, in conditions of indif
ferent managerial machinations of globalised capital, does it seem 
ready to do so?

Another set of questions should be directed to the specific role 
of art in such young research. Barthes profits from the duplication 
of  ‘the traditional realm of arts and letters’, in as much as this realm, 
in order to address the issues of reading, writing, and academic 
discourse, addresses text by text. Barthes ‘imagine[s] that a free 
reading might become, finally, the norm of “literary studies”’. This 
freedom is ‘not just any freedom’, Barthes says, insisting that ‘the 
spontaneous is the field of the already said’ (72). Rather, for Barthes

The freedom ‘staged’ in this issue is the freedom of the 
signifier: the return of words, of word games, and puns, 
of proper names, of citations, of etymologies, of reflex
ivities of discourse, of typographies, of combinative op
erations, of rejections of languages. This freedom must 
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be virtuosity: the kind which ultimately permits us to 
read within the support text, however ancient, the motto 
of all writing: it circulates. (72)

This circulation of all texts — which is ‘the discursive’ — links liter
ature to literary studies, and potentially to all research. With such 
artistic virtuosity associated with research in general the particular 
case of artistic research faces the problem of how to maintain an ar
tistic ethos — an artistic way of doing—in a conception of research 
that has adapted artistic virtuosity as the freedom of its discursive 
practice. The recognition of such a redoubling of artistic virtuosity 
is important in order to differentiate artistic research from research 
in ‘the traditional realm of arts and letters’ (72) and from research 
in general.

The question is not only whether artistic research is granted 
by society today — to say that there is a social urgency and relevance 
for it — but also how the social urgency and the correlated social 
production of research connect to artistic practice, the field in ques
tion. What can artistic research achieve socially? If the purpose of 
research is ‘social production’, then artistic research should not only 
ask, in the words of Gillick, if ‘it would be better if we worked in 
groups of three’ (2009a, b), but it should also exemplify this question 
in its own research. 

The philosopher Marcus Steinweg unpacks the line from the 
allencompassing contingency of existence to the specific function 
of contingency in art. There seems to be a tripartite division; accord
ing to Steinweg, reality is contingent, awareness of reality is the expe
rience of transgressing it, a ‘work [of art] is aporetic because it draws 
its intensity from an opening toward a boundary it affirms instead 
of transgressing it’ (2012, 186). Art is not originally contingent: it 
retains or maintains contingency. 

The artistic virtuosity of the circulation of all texts, transform
ing research into social production, is then less a mediation of apo
retic experiences into artefacts. On the contrary, it is art’s aporetic 
experience as such, or aporetic experience as artefact. While this 
artistic virtuosity is not unique to art, art may be the only domain 
where it is indispensable. While any other young researcher could 
access the discourse of desire qua their youthfulness, they have the 
option of an exclusive discourse of scientificity to ‘insur[e] a career 
promotion’ (Barthes 1989, 69). Artists cannot opt for the discourse 
of scientificity alone because such discourse would necessarily dis
possess them from the aporetic experience indispensable to their 
specifically artistic work ethos. 

In consequence, artistic researchers face the dilemma of be
ing forced into a discourse of desire and a social production—which 
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despite its artistic virtuosity is an end 
outside art — and, simultaneously but 
contradictorily, being forced to produce 
an artefact in which the object is exact

ly not linked to its discourse—to appropriate research for different 
ends and redirect its apparent loss, as Gillick puts it. 

To avoid the artistic inadequacy of the irony of a discourse in
distinguishable from a discourse of scientificity, and the redundancy 
of a discourse indistinguishable from a discourse of desire and social
ity, the only artistic way out of the dilemma seems to have to fetishis
tically insist on the adequacy of either of the two forms of discourse.

ParalysisIn art the experience of the awareness of contingen
cy is not initiated as ‘a flight across (survol) that remains in contact 
with what it flies across’ (Steinweg 2012, 184–185).  

80
 This would be 

the meaning of the awareness of reality as the experience of trans
gressing it. Art, on the contrary, ‘affirms’ the boundary of contin
gent reality by ending the contact to its transgression, that is, by 
ending the contact with what it flies across. It ends the experience 
of transgressed contingency, however, not by falling into contingent 
oblivion, but rather by retaining the experience of transgressed con
tingency. The result seems contingent, as if it came out of the blue, 
simultaneously relating to real experience: this is its aporia. 

A paralysed society incapable of—or rather prevented from—
experience of transgressed contingency is, however, increasingly 
less capable of grasping art’s aporia because it cannot grasp the art
work’s relation to real experience. The artwork appears ‘arbitrary’, 
since what shines through is only the contingent. In order not to be
come indistinguishable from the contemporary contingent reality of 
a society that seems impoverished of experience, art must, instead 
of presenting the experience of the end of experience—suspending 
the experience of transgressed contingency in an artefact—present 
the experience of the end of the end of experience. Art would then 
have to present the experience of experience; however, the end of the 
end of the experience would have to be part of such an art experience. 

We have located the source of the confusion of ‘contingency’ 
and ‘arbitrariness’ here. In a world impoverished of experience the ex
perience of contingency, whether transgressed (in life) or affirmed (in 
art), must appear arbitrary. If this is the case and the arbitrary is in
deed indistinguishable from contingency, then the task must be to do 
what we do in such a way that it always matters, no matter what it is.

 
Forget Agamben, or On ContingencyAs it seems, Agamben has 
attempted to generate a practical experience of contingency in The 
Coming Community:

80  ‘That is the meaning of 
the survol, the “flyingover”, in 
the thinking of Deleuze and 
Guattari […]. Instead of fleeing 

reality, the subject intensifies 
its contact with it by distanc
ing itself from it’ (Steinweg 
2012, 185, fn. 6).
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Quodlibet ens is not ‘being, it does 
not matter which’, but rather ‘being 
such that it always matters’. The 
Latin always already contains, that 
is, a reference to the will  (libet).
What ever being has an original  re 
lation to desire. (1993, 1) 

To put Agamben’s rule to the test one 
would have to ask in what way the book 
The Coming Community is itself a ‘being such that it always matters’. 
I suggest that first, in 1990, Agamben writes the book as an example 
of what it has to say, providing an experience of what it says, and 
that he adds the experience of the book’s end only in 2001 in a postilla 
entitled Tiqqun de la noche. Unfortunately, this reflection is missing 
in the English translation, which was published in the meantime in 
1993. The postilla ends thus: 

Inoperativeness [redundancy] does not signify inertia, 
but katargesis — that is, a work (operation) in which the 
how completely substitutes [embraces] the what, in 
which life without form and forms without life coin
cide in a form of life. The exposure [projection] of 
this inoperativeness [redundancy] was the work (opera
tion) of this book. It coincides perfectly with this postilla. 
 (Agamben 2008, 93; my translation with alternative read
ings in square brackets)

81

The what of the book (inoperativeness) is ‘substituted’, or rather 
‘embraced’, by the how: not only is the book about inoperativeness, 
it is also by means of inoperativeness. The book as a ‘form of 
life’ constitutes inoperativeness by means of inoperativeness: it is 
inoperative. Just as society is becoming redundant by the managerial 
paradigms of our time, the book is fated to become indistinguisha
ble unless it produces a signature that ‘has absolutely nothing to add’, 
which is the end of the end, but it is there, nevertheless. This is the 
task of any good postface, to ‘demonstrate how the author has abso
lutely nothing to add to his book’ (91; my translation).

In this sense, it is not anything whatsoever that suffices to be 
proclaimed as art in order to be art, in which the proclamation  rather 
than the work becomes the fetish. The task of art is instead ‘to talk 
saying nothing, and to move without making—or, if you want, to 

 “recapitulate”, to undo and save it all [which] is the most difficult thing’ 
(91; my translation). 

81  Agamben’s texts are pre
cise not just in precision but 
also in imprecision. A general 
translation seems to contradict 
his task. Agamben added the 
postilla only after Michael 
Hardt’s translation was pub
lished. This gives the opportu
nity to translate and inject the 
significances that seem rele
vant to the study. Agamben’s 
original Italian text reads as 

follows:  Inoperosità non signifi-
ca inerzia, ma katargesis—
cioè un’operazione in cui il 
come si sostituisce integral-
mente al che, in cui la vita 
senza forma e le forme senza vita 
coincidono in una forma di 
vita. L’esposizione di questa 
inoperosità era l’opera del libro. 
Essa coincide perfettamente con 
questa postilla (2008, 93).
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To ‘recapitulate’ is not just to repeat or to summarise, gener
ating a difference between repetition and the repeated. Rather, here 
it means doubling up on itself, undoing by reinvesting its own debt, 
saving by borrowing on itself. 

Artists who are already in the state of redundancy and invest
ed in the state of the end of experience, rather than capitalising on 
it, are forced to devaluate this state by reinvesting their incapacities 
in it: to take the current state, in which they are immersed, and to 

‘recapitulate’ it by ‘moving without making’, ‘talking saying nothing’. 
This is not to say that what is being recapitulated was not saying or 
making something in the first place. However, in a state in which re
capitulation as an experience of the awareness of contingent reality 
has ceased to exist, in which recapitulation has literally capitulated 
into mere debt, art becomes a recapitulation of headlessness. 

‘Whatever’ and ‘Any-Space-Whatever’This echoes Maharaj’s  
idea of nonknowledge, or rather ‘nonknowledgeactivity’ 
(2009, 1), as he points out, since his research targets method. Non 
knowledge is that which cannot be known in advance, for in art prac
tice and research ‘method is not so much readymade and received as 

“knocked together for the nonce”— something that has to be invented 
each time with each research endeavour’ (2).

Maharaj also draws on Agamben’s idea of ‘whatever’, which 
is always to be understood as quodlibet being as ‘being such that it 
always matters’, with an original relation to will and desire. With 
this idea of ‘whatever’ Maharaj underpins the ‘intrinsic condition’ of 
art practice and research, ‘its “singularity”’ (3). Maharaj argues that  

[Doubtlessly art practice research has] a force in its own 
right, always incipient in ‘whatever’ spaces — windswept, 
derelict brownfields and wastelands — where intima
tions of unknown elements, thinking probes, spasms of 
nonknowledge emerge and come into play. (3)

‘Distinct from the circuits of [scientific] knowhow’ the force of 
art practice and research is for Maharaj ‘the rather unpredictable 
surge and ebb of potentialities and propensities — the flux of no
how’ (3). Acknowledging Beckett for the term, Maharaj concludes: 

‘Nohow embodies indeterminacy, an “any space whatever” that 
brews up, spreads, inspissates’ (3).

Maharaj uses Deleuze’s idea of ‘anyspacewhatever’ a few 
paragraphs earlier as a jumping board to access Agamben’s ‘“what
ever” […] as a more digestible, more spelledout version of a meth
odological alternative to the “universal / particular” polarity’ (2). 
Deleuze seems to offer a more empirical ‘frame by frame’ (3) use of 
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‘anyspacewhatever’ to reappear in the nohow indeterminacy of 
art. Indeed, considering the indeterminacy of method in art prac
tice and research one may be well advised to look at each and every 
work separately. Is this not precisely the space of the particular, the 
empirical? Deleuze’s endless lists and categorisations and subcate
gorisations are a strategy towards the emergence of the singularity 
of ‘anyspacewhatever’. The problem of the singularity of the work 
of art, though, is located elsewhere— in the elsewhere. 

We could look at ‘whatever’ and ‘anyspacewhatever’ as the 
two experiences of contingency, the first transgressing it in life, the 
second affirming it in art (or cinema, the restricted field of exami
nation Deleuze takes as his research paradigm). For Agamben ‘the 
manner in which [whatever being] passes from the common to the 
proper and from the proper to the common is called usage—or  rather, 
ethos’ (2009, 19). For Deleuze ‘[anyspacewhatever] is a perfect
ly singular space, which has merely lost its homogeneity, that is, its 
principle of its metric relations or the connection of its own parts, 
so that the linkages can be made in an infinite number of ways. It is 
a space of virtual conjunction, grasped as pure locus of the  possible’ 
(2012a, 113).

As such a pure location of the possible ‘anyspacewhatever’ 
contains political potential; however, this alone does not constitute 

‘anyspacewhatever’ in art. Even ‘the simple fact of one’s own 
existence as possibility or potentiality’, is enough for ‘eth
ics [to] become […] effective’  (Agamben 2009 43). It is the ‘virtual con
junction’, the dehomogenized singularity opening to the infinite that 
recreates a space of potentiality, however, as ‘a genetic or differential 
sign’ (Deleuze 2012a, 113). Correspondingly, Deleuze writes, 

There are two kinds of signs of the affectionimage, or 
two figures of firstness: on the one hand the powerquality 
expressed by the face or an equivalent; but on the  other 
hand the powerquality presented in anyspacewhat ever. 
(113)

The ‘face’ here seems to be the ‘figure’ of the ‘firstness’ of ‘whatever’ 
as a potentiality or the ‘prior condition of all actualisation, all deter
mination’ (113).

82
 Whether there is a connection or not,  Agamben 

‘broaches [‘whatever’] as a modal oscillation illustrated by the ex
ample of the human face [with] its constantly changing liveliness, 
its  vivacity’, as Maharaj notes (3), ‘an ambiguity of its expressions 
which’, for Deleuze, ‘always suit different affects’ (113). We could say 
that Agamben faces the face in his main text while in the postilla, the 
postface or post face, he refaces it, thus, to use Deleuze’s words:

82  This facial equivalence 
also reminds Cacciari’s project 
of the ‘Metropolis [in which] 
every place is equivalent   
in universal circulation, in  
exchange’ (1993, 200).
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[generating a space that] is a per
fectly singular space, which has 
merely lost its homogeneity, that 
is, its principle of its metric rela
tions or the connection of its own 

parts, so that the linkages can be made in an infinite 
number of ways. (Deleuze 2012a, 113)

Moreover, the coincidence of the postilla with the book as ‘a work 
(operation) in which the how completely substitutes (embraces) the 
what, in which life without form and forms without life coincide in 
a form of life’ (Agamben 2008, 93; my translation), ‘is a space of 
virtual conjunction, grasped as pure locus of the possible’ (Deleuze 
2012a, 113).

If Agamben’s book together with the postilla generates any 
spacewhatever, then this indeterminacy, according to  Maharaj 
viaBeckett, is embodied by nohow. 

This nohow, in the strict sense of the ‘no’, is not a ‘how’ any
more. It is as if the forces that were in play for the generation of the 

‘powerquality’ of anyspacewhatever were dispersed, out of reach 
and lost (or saved) forever. In spatial terms, where are they? They 
are nowhere. Nohow should be understood in the sense of 

‘nowhere’, as an analogy to ‘where have you been?—nowhere!’; ‘how 
did you do that? — nohow!’ In this sense, anyspacewhatever con
tains all the possible ‘elsewhere’ and, as an anymeanswhatever is 
generated by all the possible ‘otherwise’, it coincides with all possi
ble ‘forms of life’. 

Catastrophic TimesWhat is nohow and the generation of any 
spacewhatever in a decapitated state of debt, in which the circuits 
of knowhow become shorter and shorter, virtually dissolving 
into nohow themselves?

‘Contemporary art’ is contested today on the basis of what is 
being done under this label. Gillick suggests the ‘current’ artist as 
accountable for what is currently being done in art practices be
cause what is being done is being done currently, in a stepby
step mode of small projections, and concurrently parallel to 
the machinations of global capitalism.

83
 For the sake of the architec

tural, however, the contingent artist seeks ways to not con
struct recapitulations; that is, spaces from where recapitulations  
construct themselves. 

The research of these spaces is the task of the contingent artist 
and of this work. It is not the Aside of art but its Bside. In the mid
dle of a global redundancy it locates points of resistance and refusal, 
and coopts its political inoperativeness for its own ends. It opens 

83  Another example of the 
contestation of ‘contemporary 
art’ is the term ‘actual’ in the 
name of BAK, basis voor aktuele 
kunst, accounting ‘for the dyn 
amic and critical role of art in 

society’, and for a ‘discourse— 
with and through art as a form 
of active knowledge—on the 
urgent social and political 
issues of our times’.  
www.bakonline.org/overons/
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its political potential. Bart will be be
cause Bart is the art that is the place 
of its future becoming: model, infra
structure, gravitational field, architec
tural contingency, consuming and con
summating it between the walls of the 
street. To B and to not B, Bart is always 
already: Bart’ll be.

The B-art of B-ingMaharaj warns 
us that the ‘interact[ion] with established discursiveacademic cir
cuits and thinkknow components should not lull us into seeing ‘the 
discursive’ as the only or the prime modality of “thinking through 
the visual”’ (4). This is diametrically at odds with the primacy  Gillick 
gives to ‘the discursive’ because it is, according to him ‘the only struc
ture that allows you to project a problem just out of reach and to work 
with that permanent displacement’ (2009a, 5).

For Maharaj, ‘alongside [“the discursive”] runs its intensive 
nondiscursive register, its seething paradiscursive charge and ca
pability — both its “pathic” and “phatic” force, its penumbra of the 
nonverbal, its somatic scope, its smoky atmospherics, its perform
ative range’ (4).

84

Gillick’s proposal ‘to “hide within the collective”’ (2) ‘regener
ating among its own kind’ (7), to ‘project a problem just out of reach 
and to work with that permanent displacement’ seems to be related 
to the ‘agglutinative mode’ Maharaj proposes. Maharaj refers this 
mode to Marcel Duchamp and Deleuze as ‘“stick on” processes of fig
uring forth, of constellating assemblages’ (4). This is a figuring forth, 
not a figuring out, like Gillick’s ‘permanent displacement’, which 

‘provides an infinite suspension of critical moments’ (7). 
Is the first ‘hot’ and the latter ‘cool’? Why does the former draw 

on the ‘performative range’ while the latter calls it ‘the opposite of 
performance’? Maharaj offers an entry point, though  negatively, 
when he denounces ‘visual thinking’ as ‘those approaches to the 
visual that treat it predominantly as an “imagelingo”—basing it on 
a linguistic model’ (4). ‘Its impact’, Maharaj claims ‘is to restrict the 
visual to verbaldiscursive legibility’, thus resulting in a ‘talking over 
and above [the visual]’ (4) rather than mulling it over. What  Maharaj 
does not consider, though, at least not explicitly, is the opposite, 
 basing discourse on a visual model, neither the visual as grammat
icality nor the visual as agrammaticality, but language, or thought, 
as image. 

84  The suffix ‘pathic’, from 
Ancient Greek páthos, ‘suffer
ing’ or ‘feeling’—as for example 
in ‘empathy’—connects to the 
suffix ‘phatic’, from Ancient 
Greek phátos, ‘spoken’—as for 
example in ‘emphasis’—by 
means of the noun ‘pathic’, the 
passive male partner in anal 
intercourse. Passion and bold
ness, closeness and distance, 
touch and virginity vibrate in 
an erotic relationship of show 

and hide, give and take. Going 
for a blow one would want to 
ask if the seductive ‘penumbra’ 
of the ‘smoky’ steambath 

‘atmosphere’, in which every 
unexpected encounter marks 
the potential origin of unex
pected pleasures, ‘should not 
lull us’ into seeing the ‘non 
discursive’ or the ‘paradiscur
sive’ as the only way of touch
ing on what is not visual.
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The Destruction of the Image of ThoughtWhen Deleuze in the 
chapter ‘The Image of Thought’ of Difference and Repetition writes 
that ‘something in the world forces us to think’, and that ‘this some
thing is an object not of recognition but of a  fundamental encoun
ter’ (2012b, 176), this evidently resonates with  Maharaj’s ‘room for 
the “other” to put in an appearance in his or her own terms’ (5). Nev
ertheless, I remain sceptical with regard to ‘the humble conjunctive 
form and+ and+ and+ …’ Maharaj evokes, even if    ‘its components are 
linked together by no more than a lick of glue’ (5). It may be ‘no more’ 
than a ‘humble’ ‘lick of glue’ too many in which every ‘and+’ is ‘sus
pended’ in the next in a purely sequential form. It seems not clear 
whether the matter here is the destruction of  Hegelian Aufhebung or 
its affirmation. Deleuze writes:

Thought is primarily trespass and violence, the enemy, 
and nothing presupposes philosophy: everything begins 
with misosophy. Do not count upon thought to ensure 
the relative necessity of what it thinks. Rather, count 
upon the contingency of an encounter with that which 
forces thought to raise up and educate the absolute 
necessity of an act of thought or a passion to think. The 
conditions of a true critique and a true creation are the 
same: the destruction of an image of thought which pre
supposes itself and the genesis of the act of thinking in 
thought itself. (175–176, my emphasis)

Forget Deleuze II, or On ForgettingIn another short statement, 
Deleuze writes that ‘form will never inspire anything but conformi
ties’ (170). Thought is a form, an image; however, ‘an image of thought 
that presupposes itself’ must be destroyed in order to generate ‘the 
conditions of a true critique and true creation’. ‘The act of thinking’ 
must be generated ‘in thought itself’. Thought must be forced ‘to 
raise up and educate’. It must bring forth the ‘absolute necessity’ of 
such an act of thinking. However, thought cannot force itself; it can 
only ‘ensure the relative necessity of what it thinks’—thinking that 
is conform to a presupposed image of thought. Rather, thought must 
be open to ‘the contingency of an encounter’ with something that has 
the power to force thought. This something is ‘violent’ and it does not 
belong to the order of thought: it is ‘misosophy’ (176). Deleuze writes: 

What is encountered may be Socrates, a temple or a de
mon. It may be grasped in a range of affective tones: 
wonder, love, hatred, suffering. In whichever tone, its 
primary characteristic is that it can only be sensed. (176)
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‘In this sense’, Deleuze concludes, ‘it is opposed to recognition’ (176). 
Since it cannot be recognised, it does not make sense. We have to 
make sense of it. This is why it makes sense to say: A=A does not 
make sense; only A=B (or C or any other character) makes sense be
cause it can only be sensed and we are forced to make sense of it (un
less we realise that there is never a second A equal to the first, and 
that therefore the equation A=A is something we must make sense 
of each and every time). To make sense is to make the ‘affective 
tones’ sensible, perceptible, imaginable, recognisable.  Before that, 
however, ‘the thought which is born in thought, the act of thinking, 
which is neither given by innateness nor presupposed by reminis
cence but engendered in its genitality, is a thought without image’ 
(207–208). 

It is in this sense of an imageless thought that the origin of 
Deleuze’s thought appears not to be difference, but indifference. 
 Indifference forces us to encounter, to think, and to make sense—
and to make a difference. Deleuze insists that ‘difference is not di
versity’ (280). It is precisely not the ‘constellating assemblage’ as a 
constellation of many sequential or even consequential diverse ‘and+ 
[…] ad infinitum’ (Maharaj 2009, 5) but infinity itself that opens in 
each and every encounter. 

Experience and Poverty 

Opinionatedness vs. EcstasyThe liberation of discourse from 
conceptuality leads to an exploration of the criteria that make an 
artistic practice a critically discursive one. I am intrigued by the dif
ficulty of making art today, a difficulty in regard to the questions of 
this section: the seeming expansion of the field, discourse as a seri
ous contender of contemporary art, the nature of knowledge in art 
(and whether ‘knowledge’ is the applicable category through which 
the problematic issue of community, in relation to which art must 
always define itself, can be addressed), the location of the work of 
art, the definition of an artistic ethos, the problem of commodifica
tion, the structural similarity of contemporary work’s redundancy 
with the work of art, the problematic of use and immanence. A diffi
culty also in regard to some of the possible answers approached: re
search as the new (promised) territory of art, rejuvenation (and may
be  rejuvenation as opposed to voiding?) as a paradigm for 
research, contingency as the now illegible yet only legitimate realm 
of art, and therefore catastrophe and forgetting. 

Assuming there is a difficulty in making art today, does it con
stitute a difficulty for the work of art and for the artist being an art
ist? If so, then one would rather leave the field. This would be an 
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exit, one made under existential presuppositions, taking all the con
ditions for today’s difficulty of making art as a given necessarily forc
ing an exit: an emergency exit. 

If the difficulty of making art today does not constitute a gen
eral difficulty for the work of art and for the artist being an artist, 
then the question becomes: what is the question? Making 
art becomes a form of standing outside art; however, as a form of 
 existing as an artist and the work that is being done existing as a 
work of art. There is no outside, but there is a way of standing out
side as a way of standing inside. This is not an existential exit: it is, 
rather, an exit that exists without preconditions, without having to 
oppose existing conditions. Inasmuch as this exit is not related to a 
move outside—it opens an outside within the inside, making the 
opposition irrelevant—it is static exit, or rather exstatic: ecstasy. It 
is as if one would neither ask the question ‘What is art?’ nor claim 
anything whatsoever as art. The difficulty of making art today is 
acknowledged, but one can easily ignore it by asking or rather sens
ing what the question is, that is, not asking the right questions, but 
sensing questions. 

If wisdom is a means of hiding melancholia, then opinionated
ness is the signature of the incapacity of dealing with such depres
sion—I am tempted to add: that’s my opinion. I am giving in to this 
temptation not because I understand myself as a particle in an im
manent mass forced to express an opinion. Rather, I am sceptical 
of the wise. Where is the watershed between incapacity and ca
pacity, those who do not see and those who do? If wisdom is a way 
of expressing the knowledge of melancholia—the wise know about 
the melancholia that has befallen society, but do not say so directly, 
only indirectly through wisdom—then one must ask, again, as Jean
Luc Nancy did in The Inoperative Community, referring to Bataille, 
whether ‘knowledge’ is the applicable category through which the 
problematic issue of community, in relation to which art always 
must define itself, can be addressed. Bataille expressed it in the ques
tion ‘why must there be what I know?’ (Nancy 1991, 5).

85

‘The rupture (déchirure) hidden in the question’, writes Nancy, 
‘is occasioned by the question itself’ (6). The question breaks with 
something in itself in a way that is comparable to the phrase ‘“Don’t 
touch me”, [which] is a phrase that touches and that cannot not touch, 
even when isolated from every context’ (2008, 13), as discussed by 
Nancy in Noli me tangere—On the Raising of the Body. The one who 
loves and says ‘Do not touch me’, says, more literally, ‘“Do not wish 
to touch me”’:

You hold nothing; you are unable to hold or retain any
thing, and that is precisely what you must love and know. 

85 Nancy quotes from  Bataille 
1988, 109.
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That is what there is of a knowledge and a love. Love 
what escapes you. Love the one who goes. Love that he 
goes. (37) 

86

Know the knowledge that escapes you. Know that it is unknowable. 
‘In this question is hidden’, says Bataille, ‘an extreme rupture, so deep 
that only the silence of ecstasy answers it’ (1988, 109). 

The Passivity of PassionA work of art can say ‘Do not touch 
me’, demanding from the one who gets to touch it the wish not to 
touch it. Can a work of art be demanded and then produced? Or is a 
work of art, rather, always the work of art’s demand to be demanded 
as that which cannot be demanded? Is what cannot be demanded—
the untouchable—the work of the work of art? Instead of calling the 
work of art artworks should we say, rather, that in the work of art 
art works? 

Nancy, referring to Bataille (and Maurice Blanchot), challenges 
‘work’ as the domain through which the ‘inherently dispersed subject’ 
(Steyerl 2007) can be defined today, or through which community 
can ‘arise’ (Nancy 1991, 31). Hito Steyerl, referring to Nancy, suggests 
that ‘perhaps the goal of a common language is also only a stum
bling block that hinders our view of common listening’ (2007). In the 
common listening that Steyerl evokes in her preface to the German 
translation of Spivak’s seminal text Can the Subaltern Speak?, there 
is a passivity that resonates with Bataille’s ‘unleashing of passion’ 
(Nancy 1991, 32), which has nothing to do with enthusiasm, free will, 
or unconscious desire, but is ‘the passivity, the suffering, and the 
excess […] of sharing its singularity’ (32). The listener is irreducible 
to her or himself. Sharing is inherent in this passivity of passion, or 
as Nancy writes ‘only exposition to the other unleashes my passions’ 
(32–33). Therefore ‘the passion that is unleashed is nothing other than 
the passion of and for community’ (34). 

Exhibition as Procuration vs. Exhibition as StagingSpivak crit
icises Foucault and Deleuze (with Guattari) for not being ‘aware that 
the intellectual within socialized capital, brandishing concrete expe
rience, can help consolidate the international division of labor’ (2015, 
69), which they do with their position, as she claims, which ‘valorizes 
the concrete experience of the oppressed, while being so uncritical 
about the historical role of the intellectual’ (69).

She states that ‘these immense problems are buried in the dif
ferences between the “same” words’ (70), leading to an ignorance of 
Marx’s differentiation between Vertretung and Darstellung, which 
is translated in each case — in both English and French — as rep
resentation. The first is representation as ‘“speaking for”, as in 

86  Here the ‘he’ to which 
Nancy refers is Jesus Christ.
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politics […] within the state and political economy’, and the second is 
representation as ‘”representation”, as in art or philosophy […] with
in the theory of the Subject’ (70). ‘Running them together’, Spivak 
warns, ‘especially in order to say that beyond both is where oppressed 
subjects speak, act and know for themselves, leads to an essen
tialist, utopian politics’ (71). 

Drawing on the differentiation that Marx makes between 
the ‘feeling of community’, which is a development of a transforma
tive class “consciousness” from a descriptive class “position”’, and a 

‘feeling of community, whose structural model is the family’, — a dif
ferentiation which is characterised by the ‘use value’ as opposed to 
the productive ‘surplus value’ of the ‘intercourse with society’ and 

‘class agency’ (72)— allows  Spivak to ‘suggest that the possibility of 
collectivity itself is persistently foreclosed through the manipulation 
of female agency’ (78).

For Spivak as ‘the female intellectual as intellectual’ (104) ‘the 
staging of the world in representation — its scene of writing, its 
Darstellung — dissimulates the choice of and need for “heroes”, pa
ternal proxies, agents of power — Vertretung’ (74). She has ‘a circum
scribed task which she must not disown with a flourish’ (104). Instead 
she feels obliged to ‘acknowledge a longterm usefulness in Jacques 
Derrida’ by drawing on his ‘call for a rewriting of the utopian struc
tural impulse as “rendering delirious that interior voice that is the 
voice of the other in us”’ (104). The ‘essentialist, utopian politics’ (71) 
she dismissed at the beginning of the text is dismissed by her own 

‘rewriting’ as a staging of the subaltern, who for themselves ‘cannot 
speak’ (104).

Headiness vs. HeadlessnessThere is no common language, just 
as there is no common work. Nancy’s ‘stumbling block to a thinking 
of community’ (1991, 3) is reducible beyond work and language to 
‘the essence of humanness’ as such. ‘The very basis of the communist 
ideal’, according to Nancy, ‘ended up appearing most problematic: 
namely, human beings defined as producers […] of their own essence 
in the form of their labour or their work’ (2). Liberation of work from 
the communist ideal must not substitute its basis, but instead must 
recognise the problematic in its essentialism, which leads Nancy to 
add that the very basis of the communist ideal that is most problem
atic is ‘human beings defined at all’ (2).

Neither speaking for the other, nor speaking for oneself: the 
inoperative community stages a speech that is passive in as much 
as it is the speech of the other. The seemingly shocking news is that 
in this speech no human essence is accomplished, no human beings 
are defined. The definition of the human being is the stumbling block 
that is eliminated. Yet this is precisely what saves the human being 
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from becoming the slave of a total machine; not seeking enjoyment, 
jouissance, anymore, but joy, joie, ‘attains […] the point of touching 
but without appropriating it to itself’ (34). The difficulty of making 
art today is touched but not appropriated to oneself. The work of art 
proceeds as a joyful practice because it neither attains a definition of 
art nor of the artist.

Poverty as UseIn The Highest Poverty Agamben examines the 
problematic relation between rule and life in monasticism with 
the purpose to ‘construct’ what he describes as ‘a formof life, that 
is to say, [as] a life that is linked so closely to its form that it proves 
to be inseparable from it’ (2013, xi). The concept of poverty is un
derstood in this context not as having less but rather as a renuncia
tion of ownership.  Poverty, in its highest form, is to think of  ‘a use 
of bodies and of the world that would never be substantiated into 
an appropriation [and] to think life as that which is never given as 
property but only as common use’ (xiii). The relation between rule 
and life is thus inversed, if not dissolved, in as much as the rule is 
not obeyed but lived. If   ‘it is life that is applied to the norm and not 
the norm to life [then] what is in question’, according to Agamben, 
is a ‘shift from the level of practice and acting to that of form of live 
and living’ (61).

It seems not surprising that the definition of  ‘the Franciscan’s 
forma vivendi’ (109), based on the application of life to the rule, must 
have caused a ‘conflict’ not only within the order but also ‘with the 
Curia’ (109). From the perspective of the Roman Law, ‘the factual 
character of use is not in itself sufficient to guarantee an  exteriority 
with respect to the law, because any fact can be transformed into a 
right, just as any right can imply a factual aspect’. For this  reason, 
 Agamben concludes, ‘the Franciscans must insist on the “expropria
tive” character of poverty, [and by] the preoccupation with construct
ing a justification of use in juridical terms [they] entangle them
selves more and more in a juridical conceptuality [which] prevented 
them from collecting the hints of a theory of use’ (139). 

This is the point from which Agamben writes a theory of use.
87

 
Suggesting that ‘the conception of poverty as “expropriative” […] 
could have been generalized beyond law [by] connecting it to an im
portant passage from the Admonitiones, in which Francis identified 
original sin with the appropriation of the will’ (139–40), Agamben 
provides us with a possible origin of nonconstruction, a point at 
which nothing has been constructed yet in terms of appropriation 
and will. 

Agamben explains that it is ‘precisely at the point in the elabo
ration of scholastic theology when the will had become the apparatus 
that permitted the definition of liberty and the responsibility of the 

87  See Agamben 2016.
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human as dominus sui  actus’ (140). 
88

 ‘In 
the words of Francis the  forma vivendi 
of the Friars Minor is, by contrast, that 
life which maintains itself in relation, 

not only to things, but even to itself in the mode of inappropriability 
and of the refusal of the very idea of a will of one’s own’ (Agamben 
2013, 140). 

Agamben suggests configuring use ‘as a tertium with respect to 
law and life’ (141), not as ‘the pure and simple renunciation of the law, 
but [as] that which establishes this renunciation as a form and as a 
way of life’ (142). If ‘the refusal of the very idea of a will of one’s own’ 
(140) can be seen as nonconstruction, then the ‘renunciation of the 
law’ (142) can be seen as voiding, both placeholders for architectur
al poverty. It does not speak for the other or for itself. Rather, it 
speaks the other (and itself). 

The Habitual ConditionIn The Use of Bodies Agamben refers 
to Galen, who ‘decisively opposes use to [the Aristotelian] energia, 
just as a state or a habit is opposed to a movement and an operation’ 
(2015, 58). Galen’s definition of use is euchrestia, ‘a certain function
ality, good functionality, which is to say, not an operation […] but 
something like habitual condition’. Use, in this sense of a habitual 
condition or good functionality, ‘never needs to be put to work, be
cause it is always already in use’ (58). Or ‘use is the form in which 
habit is given existence’ (60), that is to say, habit does not need to be 
put into act in order to exist. 

In this way architecture may be defined as use, as an architec
tural form in which habit is given existence. Although architecture 
in this sense does not prescribe any particular activity, its use nev
ertheless exists in its usefulness. Just as we can say that something 
can be used or abused in different ways, none of these uses or  abuses 
is per se excluded from the habitual condition of that thing, and yet 
each of these uses and abuses is already included in its habitual con
dition since use happened in relation to that very thing. 

Agamben uses the example of ‘the architect and the carpenter’ 
to explain that if they ‘remain such even when they are not build
ing, that is not because they are titleholders of a potential of build
ing, which they can also not put to work, but because they habitual
ly live in useofthemselves as architect or carpenter’ (63). Wheth
er architects or carpenters perform well in designing and building 
a building or not, their use of the computer, the CNCmachine, 
etc. constitutes them anew every time, even when they do not de
sign or build at all. There is no difference between the architecture 
and the architect, a building and a human being, regarding its ha
bitual condition, and  Agamben’s conclusion can be applied to both  

88  This definition strikingly 
resounds with the individualis
tic position calling for the 

‘oppressed subjects [to] speak, 

act and know for them
selves’ (Spivak 2015, 71)  
that Spivak so vehemently 
denounces.
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equally: ‘Use, as habit, is a formoflife 
and not the knowledge or faculty of a 
 subject’ (62).

89

Then we can claim with  Agamben, 
who references to Baruch Spinoza and 
Deleuze, that ‘only through the contem
plation of potential, which renders inoperative every energia and 
every work, does something like the experience of an “own” and a 

“self” become possible’, even with regard to a building. Dissociated 
from a modern notion of subjectivity, ‘the self […] is what is opened 
up as a central inoperativity in every operation, as the “liveability” 
and “usability” in every work’ (63). Preventing inoperativity from a 
purely positivist reading, we should add, that the self also opens, in 
some of its possible operations, as the ‘lethality’ and ‘abusiveness’ in 
every work. 

Not an Inhuman ConditionIn The Highest Poverty Agamben de
scribes how the Franciscans were unable to separate the definition of 
their monastic life from a justification with regard to the law, which, 
he speculates, would have given them the possibility of defining a 
formoflife as a tertium in terms of use. In The Use of Bodies he still 
claims that ‘what would have been decisive [for the  Franciscan the
sis] was a conception of use that was not founded on an act of renun
ciation […] but on the nature of things’ (2015, 80). However,  Agamben 
inverts the perspective by drawing on a concept of justice itself close
ly connected to the nature of things, ‘that of inappropriability’ (81), 
which he takes from Benjamin. 

‘Justice’, writes Benjamin, ‘designates the ethical category of 
the existent, [which] in the final analysis can only be [justice] as a 
state of the world or as a state of God’. 

90
 ‘In this fragment’,  Agamben 

claims, ‘poverty is not found on a decision of the subject but corre
sponds to a “state of the world”’ (81). In such a just condition the 
world is necessarily inappropriable and can only be experienced  
as such. 

It cannot be said that the self of a thing, which opens up as in
operativity in its work, is human, since the human is inappropriable 
for the building, just as it cannot be said that the self of a person, 
which opens up as inoperativity in their work, is thinglike or in
human, since the inhuman is inappropriable for the person. If we 
wish to call the human ‘human’, then what opens up as its self in 
 inoperativity is the human, not as essential but as its simple exist
ence, whatever it may be. This is why Agamben can claim that the 
classless society ‘is already present in capitalist society, just as, ac
cording to Benjamin, shards of messianic time are present in history 
in possibly infamous and risible forms’ (94).

89  In this very opposition to 
faculty the notion of habit used 
here also opposes to Bourdieu’s 
use of it as a resource that is 
involved in cultural capital 
conditioning life. 

90  Agamben quotes from 
‘Notes towards a Work on the 
Categories of Justice’ (Fenves 
2011, 257).
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Ecstatic ExperienceHow to exist in a ‘museum apparatus’ that, 
according to Agamben, has been ‘deprived of all legitimacy [by] the 
attempt […] of the practice of the artistic avant gardes and politi
cal movements of our time […] to actualize a destitution of work’?  
The more one attacks the beast the bigger it grows. ‘The only possi
bility of thinking a true anarchy’, Agamben asserts, ‘coincides with 
the  lucid exposition of the anarchy internal to power’ (275). 

Such ‘exposition’ is to be understood as an exposition, a 
position outside, and coincides with the passion expressed in ecstasy. 
With regard to the architect such an exposition can be completed by 
means of etymology—given that ‘anarchy’ and the ‘architect’ share 
the Greek term archè. Agamben writes:

The term archè in Greek means both ‘origin’ and ‘com
mand’ […] Anarchy can never be in the position of a prin
ciple: it can only be liberated as a contact, where both 
archè as origin and archè as command are exposed in their 
nonrelation and neutralized. (275–276)

Separating the ‘creative networker’ (origin) from the ‘master builder’ 
(command), and neutralising them by not conflating them but keep
ing them in touch, is the anarchic exposition of architecture. It is 
also the endless gesture of architecture: the fact that encounters take 
place in buildings.

When Benjamin writes in Experience and Poverty that the ‘pov
erty of experience’ (1999, 734), which he states for ‘“the contempo
rary”’ (735), ‘should not be understood to mean that people are yearn
ing for new experience [but rather] long to free themselves from 
experience’, then this means that they accept their poverty as some
thing positive, of ‘which they can make such pure and decided use 
[…] that it will lead to something respectable’ (734). Purity and deci
sion are the hallmarks of the contemporary individual: the cleansing 
that follows perpetual rejuvenation and the decision as terminated 
 scission, the fusion of originality and selfcommand. 

But the end is not respectable. Instead of having experiences, 
‘they have “devoured” everything [having] such a surfeit that it has 
exhausted them’. There is a depression after overconsumption of ex
perience ending in sleep and dreams ‘mak[ing] up for the sadness 
and discouragement of the day’ (734). In the dreams and the miracu
lous promises that exist in our world ‘nature and technology […] have 
completely merged’. To the many ‘a way of life in which everything 
is solved in the simplest and most comfortable way [comes] as a 
 tremendous relief’ (735). 

If ‘the contemporary’ is indissociable from the developments 
of technology, then it is indispensable to conceive of the ‘poverty of 
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experience’ it has created as associated to technologies of power. 
Not that ‘the many [are less] human than […] a few powerful people’. 
But we need to have an experience of poverty, to ‘step back and keep 
our distance’ (735). Or, as Bataille puts it, ‘experience would remain 
inaccessible if we didn’t know how to dramatize’ (1988, 117).
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III. F
ilm

: B
uild

ing C
inem

a
R

ather like m
y grand-daughter, w

ho, w
hen she 

m
oved

 from
 one room

 of her fl
at to another,  

used
 to think that a d

iff
erent sun w

as shining into 
each one, so the cinem

a m
arked

 the advent of  
an independent and

 still unknow
n cycle of light. 

P
aul V

irilio 

T
actile appropriation, developed

 w
ith reference 

to architecture, in certain circum
stances acquires 

canonical value. F
or the tasks w

hich face the  
hum

an apparatus of perception at the turning 
points of history cannot be solved

 by optical 
m

eans, that is, by contem
plation, alone. T

hey are 
m

astered
 gradually by habit, under the guidance 

of tactile appropriation. 
W

alter B
enjam

in 

F
ilm

m
aking as A

rchitectural A
rt

B
u

ild
ing B

ed
ro

o
m

T
he basic association

 of architecture w
ith 

the polis is n
ot m

istaken
; how

ever, it m
ust be rethought in

 term
s of 

m
e

tro
p

o
litic

s
, in term

s of capital’s subsum
ption of the political 

by the econom
y. 

T
he ‘m

etro’ of m
etropolitics is the controllin

g m
easure of pol

itics. P
olitics is not lost in m

etropolitics; it is dom
inated by the eco

n
om

ical m
easure of th

e ‘m
etro’. T

o elim
in

ate th
e ‘m

etro’ seem
s im


possible. It is the en

gin
e of W

estern
 society’s developm

ent sin
ce at 

least th
e E

n
ligh

ten
m

en
t; as M

artin
 w

rites, ‘classical G
erm

an
 ph

i
losophy is at best an

 un
con

scious ph
ilosophy of capital’ (2007, 21). 

If th
e qualifi

er of capital is abstraction
, th

en
 kn

ow
led

ge is its fi
rst 

m
edium

, its fi
rst capital. Since the R

enaissance it is in the study, the 
sm

all private library, w
here the accum

ulation of abstracted cap ital as 
know

ledge has taken place, as opposed to the m
edieval preservation 

of scripture by the m
onks in the libraries of the m

onasteries. H
ence 

the origin of the m
etropolitical m

ay be traced to early hum
anism

 in 
the R

enaissance, and particularly to the study of P
etrarch.  9

1 T
he pri

vate libraries of the m
erchants, the W

underkam
m

er, public libraries, 
and m

useum
s are conceptual and spatial products of the study. 
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T
h

e adven
t of th

e d
igital public library in

 th
e (private) In

ter
n

et, an
d

 its prod
uction

 an
d

 its con
sum

ption
 in

 quasiprivate  spaces, 
sh

ould
 n

ot be un
derestim

ated
 in

 th
is gen

ealogy
. W

h
ile th

e spaces 
w

here individuals m
ove —

 the real spaces of the cities and the virtual 
spaces of the digital w

orld —
 are increasingly privately ow

ned, at the 
sam

e tim
e m

any in
d

ivid
uals feel com

pelled
 to m

ake th
eir m

ost pri
vate intim

acies public. Since this urge for public contact takes place 
alm

ost exclusively in privately dom
inated spaces, it is deceiving and 

turn
s every revelation

 into the satisfaction
 of private needs. T

he re
sult is a sharing of loneliness, w

ithout com
m

unity. 
It m

ay seem
 necessary to isolate politics from

 the econom
y, but 

th
e obvious im

possibility of such
 a separation

 m
ay poin

t to an
oth


er possibility: to reverse th

e con
trol m

ech
an

ism
 in

to a p
o

litic
o


m

e
try

. 9
2 In politicom

etry, as opposed to m
etropolitics, the  ‘politico’ 

w
ould

 be th
e auth

orisin
g liberation

 of th
e econ

om
y. T

h
e political 

public realm
, as the com

m
on realm

, w
ould not cut back the econom


ic private realm

. It w
ould redefi

ne care for the self as the freedom
 of 

putting oneself in a selfdefi
ning, that is to say, selfdesired and not 

selfinterested relationship to others. 
T

he city as the tradition
al public space is the prim

al realm
 of 

such a redefi
nition. I agree w

ith calls for reclaim
ing the city—

such as 
D

avid H
arvey’s call for urban revolutions. H

e carefully diff
erentiates 

betw
een

 reform
ist an

d revolution
ary exam

ples, an
d also prudently 

refl
ects on organisational and institutional necessities ‘im

agin[ing] 
a league of socialist cities m

uch as the H
an

seatic L
eague of old

 be
cam

e th
e n

etw
ork th

at n
ourish

ed
 th

e pow
ers of m

erch
an

t capital
ism

’ (2013, 153). N
evertheless—

and H
arvey acknow

ledges this—
the 

L
efebvrian

 ‘right to the city’ m
ust be reclaim

ed fi
rst, m

ean
in

g that 
the individuals w

ho please them
selves in asserting their private satis

faction m
ust be conscious of and com

m
itted to asserting their public 

right, consequently claim
ing it publicly. In this light, the spatial lim


itation of factorybased struggles as the potential origin of a revolu
tion is questionable. E

ven a generalisation of labour ‘to the far broad
er terrain

 of the w
ork entailed

 in
 the production

 an
d reproduction

 
of an

 in
creasin

gly urban
ized daily life’, as H

arvey calls it (139), does 
n

ot yet represent the oppressed 
public. O

n
ly an

 exten
sion

 of the 
‘struggles again

st th
e recup

era
tion

 an
d

 realization
 of surplus 

value from
 w

orkers in
 th

eir liv
in

g spaces’ (140) can
 be fully ac

coun
ted

 for as a base for th
e re

claim
in

g of th
e p

ublic, H
arvey 

p
rop

oses, because th
e p

rivate 

9
1 

 See P
etrarca 20

0
4.

9
2 

 In T
he H

um
an C

ondition A
rendt 

show
s that the separation of the econom


ic from

 the political defi
nes the private 

and public realm
s of the polis. In the 

private house, the oikos, the household, 
the oikonom

ia, is kept through relations 
of inequality distributing particular 
responsibilities hierarchically, w

hile the 
public realm

 is reserved for the encounter 
betw

een equal, and thus free, house  
lords. Since the polis, how

ever, the city  
is defi

ned by the m
onetarisation of the 

public realm
, that is, of its privatisation, 

w
ith the consequence of m

aking the 
private concerns (existing in the house, 
in the fam

ily) a public issue and thus 
com

plicating the relation betw
een  

econom
y and politics (A

rendt 1998,  
22–78

). H
ow

ever, even
 th

e G
reek polis 

taken as a w
hole as a com

position of 
public and private parts is already a  
politicoecon

on
m

ic con
glom

erate, a 
polim

etris in w
hich the m

etro is the  
condition of the polis. 
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In
tern

et in
 th

e guise of a false public in
stitution

 h
as sn

eaked
 in

to  
our hom

es. 
T

he site from
 w

hich to approach the problem
 is not the city in 

the fi
rst place. T

he site of contestation is the hom
e, and in its m

ost 
extrem

e exam
ple it is the publicly displayed bedroom

. T
he con

serv
ative position

 w
ould give back its privacy to the bedroom

. P
rogres

sively, how
ever, one has to engage in a public use of this digital and 

corporeal infi
ltration betw

een our bed linen and us. 9
3 

P
erhaps this section should be called ‘building bedroom

’, 9
4 rath

er th
an

 ‘build
in

g cin
em

a’, as th
e bed

room
 is th

e m
ost in

tim
ate pri

vate space exposed
 in

 th
e publicly used

 private In
tern

et. H
ow

ever, 
precisely in its cinem

atographic quality, through the m
oving im

age 
of video chats and posts, the bedroom

 becom
es ‘public’ and, as sug

gested, today the bedroom
quacinem

a m
ight be identifi

ed as the ar
chitectural typology

 replacing the ‘factory’ as the place of struggle. 
In the E

nlightenm
ent, according to Im

m
anuel K

ant, eventual 
change could occur via ‘the public use of one’s ow

n reason’, of w
hich 

only the ‘m
an [sic] of learning’ (2009, 3), like K

ant him
self, could nat

urally take charge. T
he architectural typology

 for such public use w
as 

the study, w
hich is a private space. 9

5 T
he factory, as the architectural 

typology
 housing the origins of class struggle, is certainly not a public 

space in the sense of the street, but it is nonetheless a collective space. 

W
h

en
 M

artin
 argues th

at ‘th
e tran

sition
 from

 th
e h

istory of 
 spirit to the history of m

odes of production w
as a fundam

ental inno
vation by M

arx, displacing the philosophical project to grasp the ab
solute by the critique of capitalism

’ (2009, 487), this correlates w
ith 

the shift from
 the abstraction of thought as know

ledgeform
 capital 

to the abstraction of labour as w
orkform

 capital—
or from

 the study 
to the factory, or from

 head to hand. 
W

ith regard to the transition from
 ‘the study’ to the ‘factory’ to 

the ‘bedroom
quacinem

a’ w
e should, how

ever, look for the next m
iss

in
g elem

en
t in

 th
e …

 / kn
ow

led
ge / w

ork /  …
 sequen

ce. If, as  M
artin

 
proposes, classical G

erm
an

 ph
ilosophy w

as in
deed

 a ph
ilosophy of 

capital, albeit unconsciously, and if ‘the transition from
 the history 

of spirit to th
e h

istory of m
odes of prod

uction
 w

as a fun
dam

en
tal 

9
3

 
 T

he ‘apartm
ent’ is an invention of 

the R
enaissance, w

hen due to the dim
in

ishing pow
er of the C

hurch the public 
realm

 of the street gained econom
ic 

im
portance for the m

erchants. In hither
to com

m
unally used houses, in w

hich 
spaces had m

uch less defi
ned functions 

than today, certain spaces w
ere separated 

to assure the visibility of the publicly 
relevan

t status. Sin
ce th

ese spaces w
ere 

set a
p

a
rt from

 the otherw
ise publicly 

accessible spaces of the house, they w
ere 

called apartm
ents. T

he genealogy
 of the 

apartm
ent corresponds to the genealogy

 
of the ‘fam

ily’ as the bourgeois m
odel w

e 
know

 today.

9
4

 
 T

here is abundant literature on 
cinem

a/fi
lm

/docum
entation related to 

architecture/urban/art w
hich is for obvi

ous reasons only m
arginally im

portant  
for this study. A

 selection w
ould include 

B
ull et al. 2011, C

airns 2013, H
ohenberger 

et al. 2016, or P
enz et al. 2011. W

ith re
gard to fi

lm
 and architecture I w

ill m
ainly 

draw
 on B

enjam
in’s W

ork of A
rt essay, 

also on V
irilio,  A

gam
ben, and D

eleuze. 
H

ow
ever, a selection of the abundance of 

m
odern and contem

porary thought 
dedicated to the cinem

a w
ould include 

Jam
eson 20

07, K
racauer 1995, Shaviro 

20
10, Steyerl 20

12, Stiegler 20
10

b.

9
5 

 K
ant’s 1784 essay ‘W

hat is E
nlight

enm
ent?’ affi

rm
s that a revolution is 

possible and ‘m
ay w

ell put an end to 
auto cratic despotism

 and to rapacious  
or pow

erseeking oppression, but it w
ill 

never produce a true reform
 in w

ays  
of thinking. Instead, new

 prejudices,  
like the ones they replaced, w

ill serve as 
a leash to control the great unthinking 
m

ass’ (20
0

9, 3). T
his is w

hy the public  
‘can only achieve enlightenm

ent slow
ly’ 

(3). T
herefore, for K

ant, ‘a lesser degree 
of civil freedom

 gives intellectual free
dom

 enough room
 to expand to its fullest 

extent’ (10). K
ant’s position is com

pletely 
at odds w

ith our ideas of anticapitalist 
change. N

evertheless, it is of interest 
that the space in w

hich potential change 
is located is private.
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in
n

ovation
 by M

arx’ (2009, 48
7), th

en
 it m

ust be asked
: of w

h
at is 

M
arx’s critique of capitalism

 an unconscious philosophy? 
T

he …
/kn

ow
ledge/w

ork/  …
 sequen

ce m
ay be put in

 a produc
tive correspondence to F

oucault’s societies of sovereignty and disci
plin

ary societies. T
he spiritual realm

 of kn
ow

led
ge an

d
 truth lin

ks 
w

ith the w
ill of a sovereign and its court structure, w

hile the indus
trial realm

 of prod
uction

 an
d

 m
on

ey lin
ks to th

e d
isciplin

ary rules 
structurin

g th
e forces at play in

 a factory, takin
g in

to accoun
t th

e 
bosses, the w

orkers, and the unions. F
urther, according to D

eleuze, 
the current societies of control, w

hich succeed the disciplinary soci
eties, have been m

arked until now
 neither by w

ill nor by ru
le

 but 
by (self) control and (self) m

a
n

a
g

e
m

e
n

t, w
hich is unsurprising

ly in
diff

erent to w
hat (an

d w
hom

) it m
an

ages sin
ce the prin

ciples of 
m

an
agem

ent are the sam
e everyw

here (an
d

 for everyon
e). D

eleuze 
also reveals w

hat, accordin
g to him

, ‘perhaps […
] expresses the dis

tinction betw
een the tw

o societies best’: 

D
isciplin

e alw
ays referred

 back to m
in

ted
 m

on
ey th

at 
locks gold in as num

erical standard, w
hile control relates 

to fl
oatin

g rates of exchan
ge, m

odulated accordin
g to a 

rate established by a set of standard currencies. (1992, 5)

T
he shift from

 truth value to exchange value suggests another shift 
eith

er to exch
an

ge ratevalue or to use value, on
e w

h
ich

 w
ould

 re
quire yet an

oth
er h

istory after th
at of spirit an

d
 th

at of m
odes of 

production, nam
ely a history of relations and uses. 

W
hile in societies of sovereignty the notion of hierarchy m

akes 
little sense because the w

ill of the sovereign is absolute, the balance of 
d

isciplin
ary societies depen

d
s on

 a h
ierarchy in

 w
h

ich
 th

e exchange 
value of each elem

ent fi
n

d
s its place accord

in
g to tem

porally fi
xed 

rules. In an everfl
uctuating netw

ork of innum
erable factors, how

ev
er, any exchangerate value is perm

anently fl
oating—

dem
anding so

phisticated m
echanism

s of control. R
elations becom

e fundam
entally 

con
tin

gen
t. W

h
at is fi

xed
 in

 societies of con
trol is n

ot a particular 
state but the virtuosity of how

 it is dynam
ically m

anaged. 9
6 N

either 
relations nor uses are fi

xed, but are constantly redefi
ned. W

hat is ex
posed m

ore than ever in societies of control is neither know
ledge nor 

w
ealth but the use of bodies. T

he proposition of continuing the dis
cussed sequence is …

/ know
ledge / w

ork /life /  …
 and the correspond

ing activities, architectural typologies, and body parts should refl
ect 

th
eir m

ost prim
ord

ial fun
ction

s: h
ead

, s
tu

d
io

, th
in

kin
g, kn

ow
l

ed
ge  /  h

an
d

, fa
c

to
r

y
, prod

uction
, w

ork /  gen
itals, 9

7 b
e

d
r

o
o

m
, 

reprod
uction

, life. T
h

e joyful or 
d

estituen
t coun

terparts w
ould 

9
6

 
 See P

aolo V
irno’s A

 G
ram

m
ar of the 

M
ultitude on how

 virtuosity ‘characteriz
es […

] the totality of contem
porary social 

production’ (20
0

4, 6
1).

9
7 

 G
enitals relate to the reproductive 

function of the body, w
hich is som

ehow
 

linked to the bedroom
, although this link 

is certainly constructed. O
ne could 

replace it w
ith another bodily function —

digestion —
 and consequently construct a 

relation to the kitchen and the bathroom
. 

T
he use of ‘genitals’ here is not a fi

nal 
decision; rather, it is the exam

ple that 
seem

ed to fi
t best w

ith regard to a  
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be n
onkn

ow
led

ge or acéphale experien
ce,  in

operativity or achiral 
existence, and erotic or aphallic ecstasy. 9

8

T
he student w

riting in the study for a collection of readers, the 
w

orker in the w
orker’s house starts reading in the night thus realising 

political equality, the w
orkers of the factory w

ho go on the street to 
dem

and fair w
ages: in each of these cases there is a private space shot 

through w
ith politics. 9

9  T
he technological possibility of  visually (but 

also conceptually) projecting political em
ancipation into the w

orld 
from

 m
ost private spaces m

akes the bedroom
quacinem

a a place re
lated to the m

asses, as w
as cinem

a at the beginning of the tw
entieth 

 century; how
ever, opposed to the factory, cin

em
a w

as un
related to 

productive w
ork. In the netw

ork of bedroom
s, equipped w

ith the un
countability of the m

asses, the gravity of this new
  cinem

atographic 
potential has revolutionary m

easure.

D
em

olitio
n of a W

all
P

aul V
irilio w

rites that ‘the architecture of 
the set, w

ith its spatial m
ass and partitions, supplanted free m

ontage 
and created a new

 narrative ellipsis […
] an independent and still un

know
n cycle of light’ (V

irilio 1989, 13). H
e illustrates this cycle w

ith 
th

e exam
ple of th

e fi
lm

 D
ém

olition d’un m
ur (D

em
olition of a W

all) 
m

ade in 1896
 by A

uguste and L
ouis L

um
ière, a short singleshot se

quence show
ing the dem

olition of a w
all by w

orkers on a building site. 

A
fter th

is sequen
ce th

e fi
lm

 is im
m

ed
iately projected

 in
 reverse by 

the L
um

ières, m
aking the w

all m
iraculously rise from

 the dust to its 
initial position. A

lthough it is technically possible that the  L
um

ière 
brothers pasted

 a reverse copy of the sequen
ce on

 the origin
al it is 

m
ore probable that they reversed the direction

 of the projection
 at 

the end of the screening—
each tim

e—
letting the sam

e footage of the 
fi

lm
 run backw

ards through the projector. 100 It w
ould not be surpris

ing if the forw
ard/backw

ard m
ovem

ent w
as the result of the neces

sary rew
inding of the fi

lm
 through the projector, resulting in a playful 

back and forth eventually leading to the conscious ‘introduc[tion of] 
trick photography to the w

orld of cinem
a’ (14).

H
en

ceforth
, V

irilio w
rites, ‘doors w

ould
 open

 in
 h

ouses w
ith

out a façade, so that the crosssection
ed partition

s betw
een

 room
s 

con
tem

porary d
igital exh

ibition
ism

  
as related to the form

er cinem
a for  

the m
asses.

9
8

 
 T

he concept acéphale originates 
from

 G
reek akephalos, ‘headless’, and the 

nam
e of a public review

 and a secret 
society created by B

ataille in the 1930
s. 

T
he concept achiral joins the w

ord ‘chi
ral’, from

 G
reek kheír, ‘hand’ (as e.g. in 

chiropractic), w
ith the negating prefi

x 
‘a’; a fi

gure is achiral if its im
age in a 

plane m
irror can be brought to coincide 

w
ith itself, w

hich is the case if it has at 
least one axis of rotation; see W

ikipedia:  
https://en.w

ikipedia.org/w
iki/C

hirality.
T

he concept aphallic is a neologism
 that 

joins the w
ord ‘phallic’, from

 G
reek 

phallós, ‘erect penis’, w
ith the negating 

prefi
x ‘a’.

9
9

 
 C

om
pare w

ith Jacques R
ancière’s 

concept of ‘equality [as] the condition 
required for being able to think politics’ 
(2006, 52). H

ow
ever, R

ancière points out: 
‘equality only generates politics w

hen it  

is im
plem

ented in the specifi
c form

 of a 
particular case of dissensus’ (52).  

100  T
he pasting of actual footage of  

fi
lm

 reversely poses a geom
etrical prob

lem
. Since the fram

es of the footage 
sequentially follow

 one under the other 
their reversal turns them

 upside dow
n. 

T
o avoid this, one w

ould have to cut  
the sequence in single fram

es and reverse 
their order. T

he technique m
y father  

and I used to produce reversed footage 
w

as to hold the cam
era upside dow

n 
w

hen shooting. C
onsequently, w

hen 
turning the footage so that the order of 
im

ages w
as reversed, the orientation  

of the im
age w

as also turned back on the 
feet, so to speak. H

ow
ever, one specifi

c 
scene can only be fi

lm
ed once w

ith analo
gous fi

lm
. T

herefore, it can be assum
ed 

that the L
um

ière brothers projected the 
reversed im

age by running the original 
footage backw

ards, sim
ply rew

inding it 
in front of the lens at original speed. 
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appeared
 as th

in
 as th

e ch
in

ks betw
een

 fram
es of th

e fi
lm

’. H
e con

cludes that in this w
ay fi

lm
 directors show

ed that they paid little at
tention to shifts in cinem

atic tim
e, as ‘even in a confi

ned architectural 
space the w

hole problem
 is one of speed’ (14).

Indeed, the dem
olition of the w

all and its subsequent reconstitu
tion in the fi

lm
 is incom

m
ensurable w

ith either the actual dem
olition 

on the building site or the interior w
all of the cinem

a on w
hich the fi

lm
 

is being screened. N
evertheless, one should be w

ary about too quickly 
linking an accurate reproduction of spatiotem

poral conditions w
ith 

authenticity. T
he shift from

 the m
ere fi

lm
ing of a dem

olition of a w
all 

to its reconstitution by m
eans of a trick ‘w

as as astonishing for those 
early pioneers as it w

as diffi
cult to invent’ (V

irilio 1989, 13). T
his shift 

from
 the m

ere possibility of m
echanical reproduction of an im

age to 
‘the w

ork of art designed for reproducibility’  (B
enjam

in 2007a, 224) is 
not consequential. In historical retrospect as w

ell as from
 a technical 

perspective, a reproducible w
ork of art is inherently designed for re

producibility, yet the m
eans of reproduction does not predeterm

ine 
outcom

e. F
ilm

ic docum
entation of research changes the research in 

an
 un

predictable w
ay: docum

entation
 is a w

ork of art in
 itself. Y

et 
docum

entation is an art form
 that creates an intense relation betw

een 
the docum

ented and the m
eans of docum

entation, generating a life 
form

 because it exhibits nothing but this relation. 

M
aking a D

iff
erence by Ind

iff
erentiating D

iff
erence

D
eleuze 

w
rites in D

iff
erence and R

epetition that ‘indiff
erence has tw

o aspects: 
the un

diff
erentiated abyss, the b

la
c

k
 n

othin
gn

ess, the in
determ

i
nate anim

al in w
hich everything is dissolved’, and ‘the w

h
ite

 noth
ingness, the once m

ore calm
 surface upon w

hich fl
oat unconnected 

determ
in

ation
s like scattered

 m
em

bers: a h
ead

 w
ith

out a n
eck, an

 
arm

 w
ithout a shoulder, eyes w

ithout brow
s’ (1994, 28, m

y em
phasis). 

D
eleuze diff

erentiates in
diff

eren
ce, askin

g ‘is diff
eren

ce interm
edi

ate betw
een these tw

o extrem
es ?’(28).

O
n

 th
e b

la
c

k
 side th

ere is th
e ‘in

determ
in

ate’, th
e an

im
alis

tic, w
hich ‘is com

pletely indiff
erent’ (28). In other w

ords, it is c
o

m


p
le

te
ly

 te
rm

in
a

te
d

, sin
ce it is n

ot determ
in

ate. It is in
d

iff
er

ently rooted in its originality and nothing else.
O

n
 th

e w
h

ite
 side th

ere are ‘fl
oatin

g determ
in

ation
s’, scat

tered on the surface, w
hich ‘are no less indiff

erent to each other’ (28). 
In other w

ords, these ‘fl
oating determ

inations’ are indiff
erent to one 

another because they fl
oat, because they are suspended, captured on 

the surface of a superfi
ciality lacking spatial depth. H

ere they seem
 

to be n
o less c

o
m

p
le

te
ly

 te
r

m
in

a
te

d
, n

ot as th
e origin

ally 
in

determ
in

ate, but rather as som
ethin

g that has ceased to be deter
m

ined. Such a relapse evokes A
gam

ben’s conception of contingency 
as  ‘decreation’, as if it w

ere a dedeterm
ined originality.
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Is n
ot th

e d
iff

eren
tiation

 of in
d

iff
eren

ce a
s

 s
u

c
h

 illogical, 
since it alw

ays has the sam
e eff

ect, nam
ely, to be indiff

erent? Indeed, 
D

eleuze asks if diff
erence is not ‘the only extrem

e, the only m
om

ent 
of presence and precision’, rather than being ‘interm

ediate betw
een 

th
ese tw

o extrem
es’ (28) of in

d
iff

eren
ce. T

h
us h

e restores in
d

iff
er

ence to itself —
 there is no longer any black and w

hite —
 stating that 

‘d
iff

eren
ce is th

e state in
 w

h
ich

 on
e can

 speak of determ
in

ation
 a

s 
s

u
c

h
’ (28).
If determ

ination is the process that uproots a concept and po
tentially leads it tow

ards a new
 term

inus, then neither indeterm
inate 

indiff
erence nor dedeterm

ined indiff
erence describes such a process. 

T
hey are alw

ays already term
inated, albeit in diff

erent w
ays, as they 

provide for a groundless ground or an endless end. T
hey are alw

ays 
either already over or yet to com

e. A
ny indiff

erence can only present 
itself as tran

scen
den

t d
iff

eren
tiation

; th
at is to say, as experien

ce. 
Such diff

eren
ce pulls the ‘surface’ of ‘fl

oatin
g determ

in
ation

s’ back 
to th

e in
determ

in
ate groun

d
; or rath

er it appears to raise th
e in

de
term

in
ate groun

d to the height of the ‘surface’ of ‘fl
oatin

g determ
i

n
ation

s’, thus show
in

g that, to exist, d
iff

eren
ce has to be m

ade, ‘or 
m

akes itself’ (28).
Such a diff

erence is only the ‘extrem
e’ state of   ‘presence and pre

cision’, of   ‘determ
ination a

s
 s

u
c

h
’. Indiff

erence nevertheless exists 

in presence, but ‘diff
erence is [the] state in w

hich determ
ination takes 

th
e form

 of un
ilateral d

istin
ction’ (28

); an
d

 yet th
at from

 w
h

ich
 it 

distinguishes itself does not distinguish itself from
 it. 

D
eleuze uses th

e exam
ple of ligh

tn
in

g, w
h

ich
 ‘d

istin
guish

es 
 itself from

 th
e black sky but m

ust also trail it beh
in

d
, as th

ough
 it 

w
ere distinguishing itself from

 that w
hich does not distinguish itself 

from
 it’; th

is evokes th
e strikin

g con
trad

iction
: ‘It is as if th

e groun
d

 
rose to th

e surface, w
ith

out ceasin
g to be groun

d
’ (28

). D
eleuze’s 

d
iff

eren
ce operates on

 a d
iff

eren
tiation

 of in
d

iff
eren

ce as a groun
d

 
th

at rises an
d

 groun
d

s th
e d

eterm
in

ation
s of th

e surface in
 itself. 

T
o put it in

 oth
er w

ord
s, in

 D
eleuze’s exam

ple, in
d

iff
eren

ce does n
ot 

distin
guish itself from

 diff
eren

ce, but diff
eren

ce distin
guishes itself  

from
 in

d
iff

eren
ce.

In
 th

e chiaroscuro im
ages evoked

 by th
e exam

ple of lightn
in

g, 
in w

hich ‘the determ
ined m

aintains its essential relation w
ith the un

determ
in

ed’ (29), D
eleuze in

sists on
 the cruelty an

d m
on

strosity of 
diff

erence and determ
ination. It is not his aim

 ‘to rescue diff
erence 

from
 its m

aledictory state’ (29); on the contrary, the shining ‘im
age 

of th
ought w

h
ich

 presupposes itself’ m
ust be destroyed

 in
 order to 

give w
ay to ‘the genesis of the act of thinking in thought itself’ (139). 

A
lthough D

eleuze does not say so explicitly, his strategy
 appears to 

be th
e inverse of w

h
at w

e see. R
ath

er th
an

 m
akin

g a d
iff

eren
ce by 
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diff
erentiating indiff

erence, w
hich he considers to be a false m

ove or 
‘a poor recipe for producing m

onsters’ (28), he m
akes a diff

erence by 
in

d
iffe

re
n

tia
tin

g
 diff

erence: ‘It is better to raise up the ground 
and to dissolve the form

’ (28–29).

P
o

litical E
xhib

itio
n V

alu
e

‘A
rch

itecture’, w
rites B

en
jam

in
 in

 
th

e last section
 of th

e essay T
he W

ork of A
rt in the A

ge of M
echanical 

R
eproduction, ‘h

as alw
ays represen

ted
 th

e prototype of a w
ork of art 

th
e reception

 of w
h

ich
 is con

sum
m

ated
 by a collectivity in

 a state 
of d

istraction
, [as] build

in
gs are appropriated

 in
 a tw

ofold
 m

an
n

er: 
by use an

d
 by perception

 —
 or rath

er, by touch
 an

d
 by sight’ (2007a, 

239–240).
D

eleuze’s inverse or invisible conception of indiff
erence, m

ain
taining its essential relation w

ith his concept of diff
erence at all tim

es, 
m

ay be applied to architecture in B
enjam

in’s term
s. B

enjam
in assigns 

the visual appropriation
 of a buildin

g to ‘n
oticin

g the object in
 in

ci
dental fashion’; that is, ‘optical reception’ ‘determ

ine[d] to a large ex
tent’ by ‘habit’, w

hich is a m
eans of ‘tactile appropriation’. W

here th
e 

text does n
ot refer d

irectly to th
e E

n
glish

 tran
slation

 at h
an

d
, how


ever, the term

 ta
c

tile
 re

c
e

p
tio

n
 is used in order to avoid an un

derstanding of appropriation as related to property. T
he ‘appropria

tion’ of buildings B
enjam

in discusses has nothing to do w
ith property 

or ow
n

ersh
ip but rath

er w
ith

 th
e specifi

c w
ays in

 w
h

ich
 build

in
gs 

are bein
g r

e
c

e
iv

e
d

 (‘by use an
d by perception’) (240). M

oreover, 
 B

enjam
in uses the term

 taktile R
ezeption in the original. 

T
he ‘state of distraction’ in w

hich a ‘collectivity’ ‘consum
m

ate[s]’ 
arch

itecture correspon
d

s to th
e raisin

g of th
e groun

d
 of tactile in

d
iff

eren
ce to th

e level of optical d
iff

eren
tiation

, ren
derin

g ‘optical 
reception’ tactile, or rath

er establish
in

g th
e essen

tial relation
s be

tw
een the tw

o. Indeed, w
e can see architecture and w

e can look at it; 
looking at it, how

ever, alw
ays falls back on just seeing it—

that is, on 
touchin

g it w
ith our eyes, as if they w

ere han
ds helpin

g us fi
n

d our 
w

ay in a state of distraction. 101

F
or B

enjam
in distraction is instructive in com

prehending w
hat 

 he calls the ‘exhibition value’ of the w
ork of art, w

hich he suggests is 
foregrounded in m

echanically reproduced w
orks of art such as pho

tography an
d

 fi
lm

. B
en

jam
in

 sets ‘exh
ibition

 value’ an
d

 ‘cult value’ 
in opposition. A

s cult value he understands ‘the unique value of the 
‘auth

en
tic’ w

ork of art [th
at] h

as its basis in
 ritual, th

e location
 of 

its origin
al use value’. D

ue to the m
echan

ical reproducibility of the 
w

ork of art, B
enjam

in argues, ‘the instant the criterion of authentic
ity ceases to be applicable to artistic production, the total function of 
art is reversed. Instead of being based on ritual, it begins to be based 
on another practice —

 politics’ (224).101 O
n touching, see N

ancy 20
0

8 and 
M

anning 20
07.
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W
h

ereas ‘w
ith

 cerem
on

ial objects destin
ed

 to serve in
 a cult 

[…
] w

h
at m

attered
 w

as th
eir existen

ce, n
ot th

eir bein
g on

 view
’ or 

being exhibited, ‘w
ith the em

ancipation of the various art practices 
from

 ritual go in
creasin

g opportun
ities for th

e exh
ibition

 of th
eir 

prod
ucts’ (224–225). In

 th
e ritual w

ork of art th
e cult value 

w
a

s 
its use value—

that it ‘w
ould seem

 to dem
and that the w

ork of art re
m

ain hidden’ (225). H
ow

ever, in a political w
ork of art’s use value, the 

political itself is already hidden behind its exhibition value. P
olitics, 

for B
en

jam
in

, is the location
 of the origin

al use value of the exhibi
tion value of the w

ork of art in the age of m
echanical reproduction.  

T
he specifi

c kind of approach to such art is not ‘freefl
oating contem


plation’, or its celebration as ‘m

agic, [but] that of testing’ (225 – 229), 
of re search and criticality.

B
y draw

ing on architecture B
enjam

in show
s that ‘freefl

oating 
contem

plation’ is not the sam
e as ‘distracted consum

m
ation’; the tw

o 
approaches depend on the ‘nature’ of the w

ork of art. H
e argues that 

‘freefl
oating contem

plation’ is a false m
ove, the m

irror im
age of a fake 

cult, w
hich in tim

es of m
echanical reproduction creates a fake spirit —

in his epoch, that of fascism
; today, considering the om

nipresence of 
corporations, the fake spirit is that of neoliberalism

. In the m
anner 

that this falsen
ess of spirit is created

, there is a structural  identity 
betw

een
 fascism

 an
d

 n
eoliberalism

. ‘D
istracted

 con
sum

m
ation’, 

inattentive criticality, or ‘absentm
inded’  exam

ination, on the  other 
hand, enable m

astery of   ‘the tasks w
hich face the hum

an  apparatus 
of perception at the turning points of history […

] gradually by  habit, 
un

der th
e guid

an
ce of tactile appropriation’ (240). W

h
ile th

e fi
rst 

‘ren
der[s] politics aesth

etic’, an
d

 th
us, accord

in
g to  B

en
jam

in
, m

ay 
on

ly ‘culm
in

ate in
 […

] w
ar’ (241), the latter politicises art, distracts 

from
 aesth

etics, an
d

 th
ereby allow

s for a con
sum

m
ation

 of h
istory: 

 ‘C
om

m
unism

’ (242).
B

en
jam

in’s criticism
 of hum

an
kin

d’s selfalien
ation

 is as true 
for neoliberalism

 as it w
as for fascism

: ‘[M
ankind’s] selfalienation 

has reached such a degree that it can experience its ow
n destruction 

as an aesthetic pleasure of the fi
rst order’ (242), albeit neoliberalism

 
appears today under the guise of an aesthetic of no aesthetic. H

en
ce 

B
en

jam
in’s respon

se to fascism
 in

 th
e form

 of politicisin
g art an

d
 

h
is defen

ce of com
m

unism
 is as true today as it w

as in his tim
es. It is 

n
ecessary, h

ow
ever, to take in

to accoun
t th

e tran
sform

ed
 relation

 
betw

een art and life in today's neoliberal conditions.
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A
rchitectural A

rt as C
ritical T

heory

T
ouching T

heo
ry

T
heory un

derstood n
ot as kn

ow
ledge but as 

touch
in

g allow
s arch

itectural practice to be defi
n

ed
 as a m

ean
s of 

understanding the w
orld by politicised tactile reception, rather than 

as a tool for sh
apin

g it. T
h

e politicisin
g of tod

ay’s w
orks of art by 

 tactile reception
 takes place in

 artists’ en
dlessly but critically lived 

 labour an
d gestures. T

oday any w
ork of art is theoretical by m

ean
s 

of a practice of touching. D
iscursive practice and its seem

ingly par
adoxical use in w

orks of art should be read, therefore, as the selfcrit
ical m

an
ifestation

 of a refusal to stop w
orkin

g as art. T
h

e h
ope of 

evicting the n
eoliberal ideology

 of control an
d com

plian
ce resides 

in tactile reception
 as a m

ean
s of th

eoretical un
derstan

d
in

g, rath
er 

th
an

 as kn
ow

led
ge fabrication

, w
hich is critically lived

 in
 an

 archi
tectural practice that attem

pts to understand itself as architecture.
A

gam
ben’s essay ‘A

bsolute Im
m

an
en

ce’ con
stitutes a possible 

foundation of his philosophical project as a form
 of philosophical in

heritance (from
 F

oucault and D
eleuze), based on the assum

ption that, 
‘today, blessed

 life lies on
 th

e sam
e terrain

 as th
e biological body of 

th
e W

est’ (1999a, 239). A
gam

ben
 n

otes th
at for D

eleuze ‘life as ab
solute im

m
ediacy is defi

n
ed as “pure contem

plation
 w

ithout kn
ow

l
edge”’ (233), continuing:

D
eleuze’s tw

o exam
ples of th

is ‘con
tem

plation
 w

ith
out 

know
ledge’, this force that preserves w

ithout acting, are 
sen

sation
 (‘sen

sation
 is pure con

tem
plation’) an

d
  h

abit 
(‘even w

hen one is a rat, it is through contem
plation that 

on
e “contracts” a habit’). W

hat is im
portant is that this 

contem
plation w

ithout know
ledge, w

hich at tim
es  recalls 

th
e G

reek con
ception

 of th
eory as n

ot kn
ow

led
ge but 

touch
in

g (thigein
), h

ere fun
ction

s to d
efi

n
e life. A

s ab
solute im

m
an

en
ce, 

a
 life

 […
] is p

ure con
tem

plation
 

beyond every subject and object of know
ledge; it is pure 

potentiality that preserves w
ithout acting. (233–234) 102 

A
gam

ben suggests in a subclause, as if he hesitated, that w
hat 

defi
nes life is th

e
o

r
y

, if theory is conceived not as know
ledge but 

as touching. T
heory, as ‘absolute im

m
anence’, is pure contem

plation 
beyon

d
 any subject or object of kn

ow
led

ge; it is th
e th

eoretical as 
pure potentiality that preserves itself w

ithout acting, as the ‘eternal 
return’ of ‘the yettocom

e’ (D
eleuze 1994, 91).

B
oth corporate architecture an

d contem
porary archi tectural 

prod
uction

 as a w
h

ole —
 un

derstood
 h

ere as th
e totality of build

in
g 

prod
uction

 —
 are dom

in
ated

 by n
eoliberal con

d
ition

s; beyon
d

 star 
arch

itecture, th
is in

cludes an
d

 ch
allen

ges arch
itectural an

d
 urban

 

102 Incorporating quotations from
 

D
eleuze and G

uattari 1994, 212–213.
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initiatives such as com
m

unity building, urban gardening, and local or 
ecological architecture. T

hese initiatives cannot escape the neolib
eral pull, as under capitalist conditions everything can be m

ade prof
itable. M

ore im
portan

tly, n
eoliberal activity fun

ction
s n

ot un
like 

urban gardening. E
ach of these urban activities operates as part of a 

selfregulatory m
arket econ

om
y. A

s con
tem

porary arch
itecture un

der such con
dition

s often
 seem

s to be ruled by absolute im
m

ed
iacy 

an
d

 in
d

iff
eren

ce, on
e m

igh
t claim

 th
at con

tem
porary arch

itecture 
an

d
 its prod

uction
 are absolutely th

eoretical in
 term

s of con
tem


plation

 w
ithout kn

ow
led

ge. F
ollow

in
g A

gam
ben’s claim

s that beat
itude an

d the biological body of the W
est today lie on

 the sam
e ter

rain, it follow
s that there is absolute indiff

erence betw
een all form

s of   
spatial production.

N
evertheless, considering indiff

erence as m
ore than a sym

ptom
 

of th
e n

eoliberal con
d

ition
 an

d
 in

stead
 tryin

g to un
derstan

d
 it in

 
relation to architecture by m

eans of lived critical philosophical and 
artistic en

quiry, it is possible to use in
d

iff
eren

ce through a red
irec

tion
 of in

d
iff

eren
ce to h

um
an

kin
d

’s en
d

s. R
ath

er th
an

 resistin
g or 

countering neoliberalism
 as an ideology

, this strategy
 bears w

itness 
to th

e w
ork of th

in
kers w

h
o try to un

derstan
d

 th
e n

eoliberal con
di

tion as it presen
ts itself in

 reality, to grasp an
d

 defer its political po
tentials to un

expected
 groun

d
s (F

isher 2009; F
eher 2000). E

qually it 

bears w
itn

ess to those thin
kers w

ho have a historical un
derstan

din
g 

of n
eoliberalism

 n
ot as an

 extrem
e of capitalism

 but as an
  ideology

 
(M

irow
ski 2013; D

ardot et al. 2013). A
ccord

in
g to M

irow
ski th

e per
version

 of th
is id

eology
 is th

at ‘n
eoliberalism

 as a w
orldview

 h
as 

sun
k its roots d

eep in
to everyd

ay life, alm
ost to th

e poin
t of pass

in
g as th

e ‘ideology
 of n

o ideology
’ (2013, 28). ‘T

h
e m

ost th
orough

 
exam

in
ation

 of ‘h
ow

 con
tem

porary arch
itecture becam

e an
 in

stru
m

en
t of con

trol an
d

 com
plian

ce’ to date can
 be foun

d
 in

 Spen
cer’s 

T
he A

rchitecture of N
eoliberalism

 (2016
, subtitle). Spen

cer, h
ow

ever, 
deliberately rem

ain
s on

 th
e level of ‘un

prod
uctive n

egativity an
d

 its 
h

ateful criticality’ (16
3) w

ith
out provid

in
g an

 altern
ative, n

eith
er in

 
con

ten
t n

or in
 style. 

W
h

en
 th

e aesth
etics of a dom

in
atin

g ideology
 becom

es an
ti 

aesth
etic, th

en
 th

in
gs get com

plicated
 for politicised

 art. T
o keep 

faith
ful to its political an

tiaesth
etic, art m

ust claim
 its lived

 criti
cality by saying m

ore than w
hat art looks like (in its not looking like 

anything w
hatsoever). F

irst, ‘neoliberal nonaesthetic’ and ‘artistic 
n

on
 aesth

etic’ look th
e sam

e. L
ookin

g closely, h
ow

ever, on
e says 

m
ore th

an
 th

e  oth
er —

 but th
is is m

ore h
aptic th

an
 visible. S

uch
 a 

haptic dim
ension of  theory in discursive practice, as the politicised 

dim
ension of art, can still be experienced in a state of collective dis

traction only, as  B
enjam

in suggests.
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C
riticality o

f A
rchitectu

ral G
estu

res
B

en
jam

in
 assign

s ‘con


tem
plation’ of a poem

 or a paintin
g to ‘m

idd
le class society’. In

 the 
 declin

e of the latter, ‘contem
plation

 becam
e a school for asocial be

haviour [that] w
as countered by distraction’. C

ontem
plation and dis

traction are received and valued on the plane of the exhibition value 
of the w

ork. In distraction B
enjam

in perceives a shift from
 a distant 

presen
tation

al exh
ibition

 to th
e quality of touch

. D
raw

in
g on

 th
e 

 D
adaists, B

enjam
in describes their art as ‘an instrum

ent of ballistics. 
It hit the spectator like a bullet, it happen

ed to him
, thus acquirin

g 
a tactile quality. […

] F
ilm

, th
e d

istractin
g elem

en
t of w

h
ich

 is also 
prim

arily tactile, bein
g based on

 chan
ges of place an

d focus w
hich 

periodically assail the spectator’, for B
enjam

in, like D
adaist art, ‘con


stitutes’ a ‘shock eff

ect’, how
ever one that is technical, not m

oral. ‘B
y 

m
ean

s of its techn
ical structure’, B

en
jam

in
 con

cludes, ‘the fi
lm

 has 
taken the physical shock eff

ect out of the w
rappers in w

hich D
adaism

 
had, as it w

ere, kept it inside the m
oral shock eff

ect’ (238).
T

he conjunction of B
enjam

in’s insistence on architectural hap
tic h

abit (reprod
uced

 in
 cin

em
atograph

ic space as ‘absen
tm

in
ded

’ 
exam

ination) w
ith A

gam
ben’s insistence on theory as touching also 

exten
ds B

en
jam

in’s con
clusion

 to D
eleuze an

d G
uattari’s n

otion
 of 

‘contraction’. W
hile it is certainly im

portant to rely on contem
plation 

‘at the turning points of history’, it is questionable w
hether the latest 

technological innovation is the appropriate m
eans for its artistic ap

plication. If, as D
eleuze rem

arks, ‘the tw
o operations belong to the 

sam
e horizon’, for exam

ple, ‘life becom
es resistance to pow

er w
hen 

pow
er takes life as its object’ (1988, 92), then taking the latest tech

nological developm
ent as its starting point for investigation cannot 

be the m
ost appropriate. T

here sim
ply is no m

ost appropriate. 
A

gam
ben points to such a diffi

culty w
hen he rem

arks that ‘the 
concept of resistance here m

ust be understood not m
erely as a polit

ical m
etaphor but as an echo of B

ichat’s defi
nition of life as “the set 

of functions that resist death”’ (1999a, 232). R
em

em
bering  F

oucault’s 
crisis resultin

g from
 h

is realisation
 th

at ‘life is w
h

at is capable of 
 error’, w

e can
 un

derstan
d

 the w
hole in

v
e

r
te

d
 com

plexity of the 
problem

 w
hen A

gam
ben asks the critical question:

[D
oes th

e con
cept of life as ‘th

e set of fun
ction

s th
at re

sist death’] truly suffi
ces to m

aster the am
bivalence of to

day’s biopolitical confl
ict, in w

hich the freedom
 and hap

piness of hum
an beings is played out on the very terrain—

bare life—
that m

arks their subjection to pow
er [?] (232)

A
s hum

an beings subjected to this biopolitical confl
ict w

e touch our 
ow

n
 lives, an

d
 it does n

ot surprise th
at th

e last m
oves of F

oucault 
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and D
eleuze are concerned w

ith life and, m
ore precisely, w

ith the self. 
H

ow
ever, is not this m

ove, according to their ow
n assertion of ‘error’ 

and a vitalism
 rooted in the inactive ‘contraction of the elem

ents of 
m

atter’, a shadow
boxing that, rather than striking a breach into po

tential futures, m
ultiplies the biopolitical m

onstrosities them
selves? 

S
h

ould
 n

ot on
e take seriously B

en
jam

in’s rein
suran

ce of th
e cin

e
m

atographic space in architecture—
architecture here understood as 

the realm
 of ‘use’, ‘touch’, ‘habit’, or even gesture, insofar as gesture 

is understood not as an actualisation of a m
eans tow

ards an end but 
rather as a m

eans as such? 
A

rchitecture tends tow
ards tactile reception by the m

asses in
dependently of its (ideological) m

eans of production. T
his tangibility 

beyond visibility is its political potential and our hope.  A
rchitecture 

show
s a ten

den
cy tow

ards an
 in

diff
erentiation

 of itself in
 its environ

m
en

t. In
 an environm

ent, habit —
 as a contraction, as a life, or as an 

im
agination —

 tells m
ore than

 w
hat w

e see. E
ven

 though B
ataille m

ay 
be right that architecture ‘is only the ideal soul of society, that w

hich 
has the  authority to com

m
and and prohibit’ (B

ataille 1971–88, 1:171), 103 
an

d thus represents dom
in

ant ideology
, it is also true that architec

ture alw
ays reveals m

ore than any ideology
 w

ould w
ant us to see. 104  

T
he potential for the criticality of architecture—

but also the poten
tial for its n

onkn
ow

led
ge, its in

operativity, its eroticism
—

resides 

n
ot in

 its m
akin

g but in
 its tactile reception

, in
 touch

: n
ot in

 arch
i

tectural practice as a m
eans of producing architecture, but architec

tural  practice as a m
eans of understanding itself as architecture; ar

chitecture as a m
eans of understanding w

hat and how
 architectural 

practice produces.
If w

e m
ay conclude that the indiff

erentiation of art into life is 
already proper to architecture and that this artistic process of indif
ferentiation m

ight be called an architectural gesture, then w
e m

ust 
conclude that the m

aking of architecture, in order to be an architec
tural gesture, indiff

erentiates itself into lived architectural practice 
by tactile reception. O

nly if lived criticality of (architectural) m
aking 

coincides w
ith criticality of the m

ade (architecture) is there hope for 
evicting the neoliberal ideology

 of control and com
pliance.

T
he A

rchitectural G
esture o

f B
uild

ing C
inem

a
If the m

ode of 
tactile reception

 developed
 w

ith referen
ce to architecture ‘fi

n
d

s in
 

fi
lm

 its true m
ean

s of exercise’ (B
en

jam
in

 2007a, 240), in
 w

hat w
ay 

d
iff

eren
t from

 th
e n

ow
adays outdated

 ‘sh
ock eff

ect’ does fi
lm

 m
eet 

 architecture’s m
ode of reception halfw

ay? 
In

 his N
otes on G

esture A
gam

ben
 claim

s that ‘th
e

 e
le

m
e

n
t 

o
f c

in
e

m
a

 is
 g

e
s

tu
re

 a
n

d
 n

o
t im

a
g

e
’ (2000, 55). E

xten
d

ing D
eleuze’s concept of m

ovem
entim

age, A
gam

ben argues that in 

103
 A

s translated in H
ollier 1992, 47.

104
  See the m

odel photographs by  D
em

and, 
w

ho builds m
odels of photographed,  

ideologically charged scenes, elim
inating  

those elem
ents that charge it w

ith ideology
, 

thus exhibiting the gesture of their pure, 
m

eaningless form
.
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it ‘th
e m

yth
ical rigid

ity of th
e im

age h
as been

 broken
. […

] N
eith

er 
 poses éternelles ( such

 as th
e form

s of th
e classical age ) n

or coupes 
 im

m
obiles of m

ovem
ent’ (55) are im

ages properly speakin
g. In

 each 
case, they establish relations to spatiotem

poral m
ovem

ent through 
 ‘voluntary m

em
ory’ (know

n or unknow
n history) or involuntary m

em


ory (th
e before an

d
 after of th

e m
om

en
tary section

 th
e im

age cap
tures). E

ach im
age ‘could be seen not as im

m
ovable and eternal form

s’, 
w

rites A
gam

ben
, ‘but as fragm

ents of a gesture or as stills of a lost 
fi

lm
. […

] C
inem

a’, w
hich exposes the gesture as such in w

hat D
eleuze 

calls coupe m
obile, ‘leads im

ages back to the hom
eland of gesture’ (55–

56
), concludes A

gam
ben.

If applied to an activity enacted by an actor in a fi
lm

, w
hat con

stitutes the gestures is neither the actor’s practice of acting (w
hich 

w
ould in

clude rehearsals, m
ultiple takes, isolated action

s, etc.) n
or 

the fi
nality of the enacted act (for instance, the act of killing  another 

p
erson

 d
oes n

ot en
d

 in
 th

e d
eath

 of an
oth

er actor). T
h

e exam
ple 

 that A
gam

ben gives —
 w

hich neatly fi
ts the site of the bedroom

qua 
cinem

a —
is pornography. T

his exam
ple is pertinent because it m

akes 
explicit the relation of the gestures of the actors to the audience:

Just as in
 a porn

ographic fi
lm

, people caught in
 the act of 

perform
in

g a gesture that is sim
ply a m

ean
s addressed to 

th
e en

d
 of givin

g pleasure to oth
ers […

] are kept suspen
d

ed
 in

 an
d

 by th
eir ow

n
 m

ed
iality—

 for th
e on

ly reason
 

of bein
g sh

ot an
d

 exh
ibited

 in
 th

eir ow
n

 m
ed

iality—
an

d
 

can
 becom

e th
e m

ed
ium

 of a n
ew

 pleasure for th
e aud

i
en

ce (a pleasure th
at w

ould
 oth

erw
ise be in

com
preh

en
sible). (58)

Strictly speakin
g, th

e practice of th
e porn

ograph
ic actor is actin

g, 
n

ot givin
g pleasure to oth

ers, an
d

 th
e actin

g prod
uces n

ot th
e pleas

ure of the other actor but the pleasure of the audien
ce. C

ertain
ly, the 

actor’s en
actm

en
t of givin

g pleasure does n
ot m

ake th
e actor a sex 

m
an

iac in
 private life, just as th

e oth
er actor can

n
ot claim

 to h
ave 

been
 sexually h

arassed
. T

h
e actor’s en

actm
en

t of givin
g pleasure is 

n
eith

er a practice (actin
g as such

, w
h

atever it is, is th
e actor’s en

d 
in itself) nor a production (the fi

lm
 and its exhibition w

ith a certain
 

 eff
ect in a cinem

a is the action’s end). T
he actor’s enactm

ent of giving 
pleasure is nothing but gesture as ‘pure and endless m

ediality’ (59).
In

 the sam
e sen

se, in
 lan

guage ‘the gesture is […
] com

m
un

ica
tion of com

m
unicability’ (59). A

nalogically w
e can say that in archi

tecture th
e gesture is build

in
g of build

ability. M
oreover, just as in

 
lan

guage com
m

un
ication

 can
 be spoken

 or w
ritten

, in
 architecture 

the gesture is the active building of buildability and the built building. 
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F
ollow

in
g the logic accordin

g to w
hich A

gam
ben

 claim
s that 

‘from
 this point [gesture as pure com

m
unication of com

m
unicability] 

 derives […
] the proxim

ity betw
een […

] philosophy and cinem
a’, w

e can 
propose that, just like ‘cinem

a’s essential “silence” [is] exposure of the 
beinginlanguage of hum

an beings’ (59–60), architecture exposes its 
building in its ow

n m
ediality.

In this sense the architectural gesture can be seen as received 
from

 cin
em

a —
 in

 its bein
ginlan

guage —
 an

d
 th

eir con
spiratorial 

 potential lies in the principality of tactile reception they share. 
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Prospective Notes
Cela est bien dit, répondit Candide,  
mais il faut cultiver notre jardin.
Voltaire

This evocation of compassion is  
the very essence of humour.
Fyodor Dostoyevsky
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Theoretical Reflections

Idiotic Research The idiot is neither the one who does what 
seems rational nor the one who does what seems pleasurable, ac
cording to Deleuze. Referring to Fyodor Dostoyevsky’s The Idiot, 
Deleuze’s idiot is the one who knows that beyond consciousness 
and passion, there is a question, there is a question, there is a ques
tion — but what is it? 105 Maybe research is idiotic, when it seeks 
 questions rather than answers. To answer this question one would 
have to start with the results and then ask, by looking at the work, 
if there is (or there will have been) a question. The result is, in short, 
a study that is a production of a mode of writing and also a produc
tion of other modes of researching. If knowledge appears, then it has 
been hardly produced; rather, it has been having—not in the sense of 
possessing, rather as habituating—and using knowledge (or ways of 
knowing) by means of the work of art. 

This writing has found a mode that at times seems authorless; 
theoretically, however, it cannot afford this absence entirely. The   art
ist confronts the nonart of writing an academic text with the writing 
of an academic text as art. The encounter between the conventions 
of research and the ethos of art takes place, however, as art, with 
nothing in its place. This writing builds its ‘logic’ and ‘integrity’ in 
an original sequence of ‘quotes’ and ‘glosses’, as Benjamin suggests 
in his Program for Literary Criticism, which draws a critical sketch 
of original knowledge by saying nothing new, as it were. Glorious 
or not, my hope is that d i s i n t e r e s t e d  d e s i r e  shines through—
communes passionately—shedding a light (on things) that may not 
be new but are unknown. 

Equally, the mode of taking care of knowledge by means  other 
than writing draws the conventions of research into the ethos of 
art. In this drawing, the visual nonart character of research prac
tice and documentation touches the work of art, its practice. At the 

beginning, as described in the intro
duction, art practice literally took the 
writing of an academic text as if it were 
its own practice and filmed it, inevita
bly realising that any form of d o c u 
m e n t a t i o n  generates its own ges
tures. It constitutes another practice 
and therefore  never represents what is 
being  documented other than the act of 
documenting itself. 

One could also, conveniently, dis
tinguish between discourse and  spatial 
practice. Most definitly since Foucault’s 

105  Thinking of the differenti
ation Spivak makes between 

‘desire’ and ‘interest’, Deleuze’s 
distinction, which seems to 
assign ‘passion’ to the uncon
scious or irrational, appears 
banal. Using a term Latour 
 borrows from Gabriel Tarde  
we can distinguish r a t i o n a l 
i n t e r e s t s  from ‘p a s s i o n 
a t e  i n t e r e s t s ’ on one side 
and d i s i n t e r e s t e d  d e s i r e 
on the other. The difficulty of 
imagining a person doing 
something that is absolutely 
disconnected from this per
son’s interests justifies calling 

this person an ‘idiot’. Yet it is 
also the precise opposite of the 
world Voltaire was fighting in 
Candide ou l’Optimisme, where 
all events are concatenated  
in ‘the best of possible worlds’ 
(Tous les événements sont 
 enchainnés dans le meilleure des 
mondes possibles (2007, 149)), at 
times recalling the ‘smoothness’ 
of our own. ‘That’s well said,’ 
answers Candide, and turning 
to a work that is being demand
ed from him and that will give 
him joy, adds: mais il faut 
 cultiver notre jardin (150). 
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discourse on language we know that discourse is a spatial practice. 
However, in consequence, does he not also show us inversely, at least 
unconsciously, that spatial practice is discursive? When building 
a (research) wall parallel to an already existing wall as its  inverted 
 model then this entire setup — the walls, the gap between them, 
and the territories that are both supporting them and separated by 
them —enter into a relation with various sociocultural and spatial 
 discourses.106 Through an original sequence of spatial ‘quotes’ and 

 ‘glosses’ the wall draws a line that is a critical sketch of original knowl
edge, with its own ‘logic’ and integrity’, by constructing nothing 
new, as it were. As in writing, in spatial practice  d i s i n t e r e s t e d 
 d e s i r e  may shine through shedding lights hitherto unknown. 

Such a work of art, inverted by (gravitational) forces, consti
tutes a model that may contribute to a new understanding of archi
tecture, less as consumed, but rather as consuming itself, or under
standing architecture as being and having a habitual condition. It 
may also contribute to a formulation of art practice that spends 
itself in a voiding and thus becomes a critical life form vis-à-vis dom
inant ideology. By looking at what has been done, a seemingly idiotic 
question for the work of art shows at the root of this work: h o w  t o 
r e c e i v e  t h e  p o l i t i c a l  b y  a c a d e m i c  s t u d y ?

This question shows its idiocy by means of showing. It politi
cises a deeply rooted private use, which is idiotic. It reveals the ques
tion ‘what is the question?’ as its foundation. The question ‘what is 
the question?’ is the most fundamentally critical, as the revelation 
of idiocy is a pure political act. What remains to be done, in conclu
sion, is to keep distance by staying in touch and to continue—go to 
the crossroads!

Paris is the starting point for joining two perspectives in a 
single project: on one side, the spatiodiscursive exploration of the 
 acquaintance and potential f r i e n d s h i p  b e t w e e n  B a t a i l l e 
a n d   B e n j a m i n  as an incommunicable instance of getting ready to 
overturn things; on the other, the spatiodiscursive cinematographic 
exploration of the current use of the prehistoric cave of L a s c a u x 
in the South of France.

‘Theoretical Coincidence’ When in the 1930s Benjamin was 
writing at the Bibliothèque Nationale in Paris, Bataille was employed 
there as a librarian. Although they never refer to each other in their 
texts, their closeness and a substantial exchange are more than prob
able. For a discussion between Benjamin and the Collège de  Sociologie, 
wich was cofounded by Bataille, there 
is evidence furnished in letters and, for 
example, in a text by Pierre Klossowski. 
Benjamin’s disconcertion provoked by 

106  In the field of art, for 
example, this could apply to the 
Green Light Corridor, by Bruce 
Nauman, an installation of two 

parallel walls between which  
a person can just squeeze 
through sideways (Nauman 
1996). 
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the ambiguity of the acéphale atheology caused him, according to 
Klossowski, to confront this group of French intellectuals with the 
conclusions he had drawn from his analysis of the intellectual bour
geoise German evolution: the metaphysical and political pledge and 
outdoing of the incommunicable had prepared the psychological ter
rain favourable for Nazism.107 In return they accused him of a per
sonal version of a ‘phalanstery’ renewal, which would make work an 
accomplice of desire and greed, thus ceasing to be its  castigatory 
compensation.108 That Benjamin entrusted his manuscript of the 
 Arcades Project to Bataille just before he left Paris escaping from the 
Nazis suggests that the relation between them was not  superficial. 109 
 Considering the Arcades Project as an expending  theory, recalling 
earlier works of Bataille, suggests that the relation between the two 
thinkers was ambiguous, marked by attraction and  repulsion.

Gerhard Rupp’s pointing to the idea of ‘theoretical coinci
dence’ with regard to the (missed) encounter between Benjamin and 
Bataille seems promising not least from the perspective of an un
derstanding of architecture as encounter. 110 What are the theoreti
cal spaces of coincidence in which they are in touch? This question 
regards both the Bibliothèque Nationale in Paris (as an example of a 
potential architectural space of their encounter)111 and their shared 
discursive opposition to left and right tendencies, which shows in 
the search for ‘prospective cultural practices’ (Rupp 2007, 308) of 
writing. Such a ‘theoretical coincidence’ may be seen as a wellre
ceived habitual condition for a work of art that itself searches for 

‘prospective cultural practices’ instead of the production of artworks. 
We may step sideways and look at the other perspective of the future 
project, the cave of Lascaux. 

Frenchship is not Friend The work of the concierge of the cave of 
Lascaux consists in checking technical devices that are placed inside 
the cave to control temperature, humidity, etc. Residing in  Montignac, 
the nearby village, neither art historian nor palaeontologist, he has 

the privilege to examine the prehistoric 
paintings in the cave three to four times 
a week. I got this information from the 
guardian himself when I was preparing 
and realising my filmessay on Lascaux 
in the forest above the cave. Late in the 
evening my VolkswagenMultivan and I 
were the only ones left on the  parking 
area, except for his car, and when sud
denly he emerged from the moni tored 
fenced area of the original cave we fell 
into a conversation. It occurred to me 

107  See Rupp 2007, 297. 

108  A phalanstery (phalanstère) 
is a selfsustaining (utopian) 
community including the 
concept of free love. It was 
developed by Charles Fourier 
in the nineteenth century and 
realised on several occasions. 
The most famous example of 
modern architecture that 
draws on Fourier’s concept is 
Le Corbusier’s Unité d’Habita
tion in Marseilles. The Israeli 
Kibbutzim are influenced by 
the concept of the phalanstère.

109  Together with many manu
scripts Bataille also hid Paul 
Klee’s Angelus Novus drawing, 
which Benjamin owned. See 
epilogue. 

110  Adorno used the term for 
the relation between Benjamin 
and Ernst Bloch (Rupp 2007, 
298n).

111  See the figure on page 17. 
Is the person in the background 
Bataille? 
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that he is the only person who actually uses the cave, or that the only 
contemporary use of the painted cave of Lascaux lies in his work. 
His access greatly exceeds that of scientific researchers, which is 
strongly restricted due to the high risk of imminent destruction of 
the delicate paintings, aged around seventeen thousand years, from 
changes in the cave’s microclimate caused by the perspiration and 
radiation of the human body.112 As the cave is situated close to the 
humid forest soil above it, the control of instruments registering the 
slightest changes of the microclimate in the cave is indispensable, 
thus making his work a necessary everyday practice.

The idea for a cinematographic gesture as a means of shedding 
hitherto unknown light on the paintings in the cave—or, rather, a 
first sketch of such an idea—consists in accompanying the guardian 
on his daily work with a camera, documenting his work by filming his 
hands. The precious paintings would appear in the background fleet
ingly, fragmentary and blurred, his hands touching them,  caressing, 
stroking, striking, comparable with the use of hands and how they ar
ticulate space in the films of Robert Bresson.113 The idea also  echoes 
Werner Herzog’s film Cave of Forgotten Dreams, for which in 2010 he 
gained exclusive access to the cave of Chauvet with a 3D  camera.114 
In my opinion the first seconds of the film show what the film actu
ally could have been. The 3D camera levitates between two rows of 
vines cultivated at the feet of the sheer rock walls close to the Pont 
d’Arc in the Ardèche valley. The cave containing some of the world’s 
most precious prehistoric paintings, aged around thirty thousand 
years was discovered in the 1990s and named Chauvet after one of 
its discoverers. We float silently through the wintery vines, which 
are overlain by nothing but the film’s title, the name of the direc
tor, and occasional blurs of snowflakes. Then the 3D camera slowly 
lifts—obviously manœuvred by a drone — and opens our view to the 
epic Pont d’Arc, a natural rock bridge underneath which the  Ardèche 
river flows. Then, suddenly, Herzog’s voice breaks the silence with a 
seemingly unavoidable pathos — and from then on Herzog attempts 
to match the greatness of the prehistoric cave paintings by scanning 
them with the camera and accompanying the images with a haunt
ing string melody. 

It is impossible to produce a work that can live up to the  actual 
experience of the cave and the paint
ings  —  impossible even inside the cave, 
as the archaeologist  Julien Monney at
tests in the film.  After five consecutive 
days working in the cave  Monney had 
to stop going there in order to digest 
or come to terms with the impressions 
the paintings made on him, provoking 

112  Some palaeontologists  
contest the age dating, allocat
ing the paintings to previous 
periods. 

113  See e.g.  Pickpocket, where 
the hands of the thief are  
at the centre of the story, or  
Au hasard Balthazar, where the 
hands of those who handle or 

mistreat the donkey  Balthazar 
also articulate a history of 
maintenance: hand (French la 
main) and tenancy (‘maintain’ 
from Latin manu tenere, hold in 
the hand).

114  See note 8. See Film here: 
https://watchdocumentaries.
com/caveofforgottendreams/ 
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dreams in which painted and real lions appeared, not  frightening 
but ‘deep’ and ‘powerful’. Herzog explains that the position of every 
feature in the cave is identified, by means of scanners recording 
527.000.000 points over the course of twelve years.  However, as 
 Monney points out, the work to create new understanding of the 
cave through the precision of scientific methods is not the main goal, 
which instead is ‘to create stories of what could have happened in 
that cave during the past’ (Herzog 2010, 16’). Monney talks about 
his work and his dreams from the perspective of his background as 
a  circus artist. 

Likewise, it seems impossible to produce a work that can live 
up to the experience of philosophy and art — unless in the work of 
philosophy and art itself, for which, as in the cave, it might also be 
necessary to step back, to allow dreams of friendly lions, real and 
painted, become part of the work. 

An example of an artistic representation, which would be as 
charged as the Chauvet cave, regenerating an artistic experience of 
a work of art is the film 17 Letters to Deleuze. A Video Essay by thea
tremaker Peter Stamer, who ‘par[es] down Deleuze’s sevenandhalf 
hours of dialogue [with Claire Parnet] to an 85min foundfootage 
flick’, as he writes on his website. In the original interview ‘the topics  
[Deleuze] was confronted with followed the [26] letters of the alpha
bet’. In Stamer’s video essay, in which only seventeen letters of the 
alphabet appear — ‘yes, I haven’t used each letter of the Abécédaire; 
rather I  selected concepts I felt most familiar with in and for my own 
artistic practice’—when it comes to the letter ‘F as in Friendship’ 
Deleuze asks: L’amitié … pourquoi on est ami de quelqu’un?   115 

Loony Tunes Attempting an answer to his own question —which 
eventually might be applicable to our friends Benjamin and  Bataille —
Deleuze ventures a guess: ‘I have a hypothesis: everyone is apt to 
seize a certain type […] of charm; there is a perception of charm. […] 
It’s by the origins of charm that go to such an extent to life itself, to 
its vital root, that one becomes a friend of someone’. Some are sus
ceptible to receiving the signs of charm another emits while others 
are not. Then Deleuze says that the type of friendship that inscribes 
it into philosophy is ‘the one who courts wisdom without being a 
sage’, adding that it is very curious and he thinks we will only know 
what philosophy is once we have clarified these questions of friend
ship. He gives a hint: ‘If you don’t recognize a little trace of mad

ness in someone, you are unable to love  
him / her’. ‘We all are … a bit mad. […]  
I am happy that this little insanity is the 
source of a person’s charm’.116

115  Letters to Deleuze. A Video 
Essay, dir. by Peter Stamer: 
Austria 2014, 24’. The film is on 
Stamer’s website:  
http://peterstamer.com/ 
video/17letterstodeleuze/ 

In what follows I translate 
from French to English.

116 Stamer 2014 (note 115), 
24’–28’.
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Isn’t this ‘little insanity’ the charm that appears when people do 
not know what to do, when they lose their heads, lose control, take 
the foot off the pedal, isn’t all that just another way of becoming a 
 société acéphale, exhibiting a critique of the societies of control, un
hinging centrifugal or gravitational forces? Taking the camera as 
a prime instrument of control and making it lose control—i.e. by 
means of deferred gravity—is a way of critiquing the society that 
belongs to it. Taking it to the caves and to the theatres—indeed, to 
any unoccupied territories—seems like a good starting point.

Marc Azéma, a French researcher on prehistory, has published 
a thorough analysis of the movements of the animals represented 
on the walls of prehistoric caves.117 More than forty percent of the 
figures are animated. This percentage of animation is constant geo
graphically and historically, thus forming an essential, as opposed 
to  stylistic, component of Palaeolithic art, as Azéma puts it. The 
 animals are not isolated symbols without life. On the contrary, they 
interact. Animation and interaction define, according to Azéma, ‘the 
terms of a stammering visual grammar’ (2010, 453, my translation). 
That is to say, from the first image on the walls of the Stone Age 
‘graphic narration’ or ‘narrative figuration’ is born, which, Azéma 
claims, marks the beginning of ‘writing and of all the current visual 
media’ (453, my translation).

The description of movement is narrative not because it tells 
a story; rather, it tells a story because its narrative potential is in
scribed in the description of movement. This is why simply follow
ing the movements of a camera appears comic. It produces excess 
movements — comical excess movements—that potentially can be 
conceptualised in a story. 

If the animation and movements represented on the walls of 
prehistoric caves, which at times have stunning resemblance to con
temporary cartoons, are indeed the origins of writing, then writing 
could be seen, using a term from a title of one of Azéma’s publica
tions, as an ‘illusion of life’ (2010). The relation between ‘illusion of 
life’ and infrastructure is that the latter functions as the habitual 
condition for a form of life that cannot be entirely predefined. 

Beyond the paintings in the caves, moreover, the reliefs of the 
walls of the caves themselves constitute an infrastructure for the 
comprehension of the paintings. Not only abstracted juxtapositions 
and superimpositions of drawings animate the potential narration; 
the images on opposing walls do so as well. This becomes evident to 
every visitor of a cave when the animals on the threedimensional 
rocks start moving due to our movements and the moving light of 
a torch. 

117  See Azéma 2010.
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Work on Crossroads In Prehistoric Painting: Lascaux or the 
Birth of Art Bataille explicates, on the basis of the human being’s 
play and awareness of death, his theories of prohibition and trans
gression. Bataille also wrote a film scenario that was never realised, 
La maison brûlée, in which the audiovisual strategies for capturing 
the heterogeneous may be interpreted as an attempt to create a film
ic language of ecstasy.118 Benjamin refers to prehistoric painting in 
his Work of Art essay, but more importantly he draws on the ‘tac
tile  appropriation’ of architecture to explain the politicising role 
he assigns to the work of art, notably cinema. In the work of both 
thinkers there is an element of touch and capture (ecstasy or absent
mindedness) that may be interpreted as founded on a similar concept  
of architecture. 

Benjamin’s conception of architecture and Bataille’s hidden 
concept of architecture coincide in that they do not support architec
ture as being a b o u t  something. Rather, architecture exhibits itself 
as a life form, as a habitual condition, which communicates its archi
tecturability. It speaks itself. It speaks as itself (or as something else, 
but never a b o u t  something else). Inasmuch as it exhibits itself—as 
in an illusion represented in a theatre—we could say that it exhibits 
an illusion of itself, which contains all potentials in one scene, exhib
ited and lived: ‘scattered traces of remains, traces of a foyer, caverns, 
furtive shadows, lamps’ (Bataille 2009, 182).

Conclusion

If, as Hollier writes, ‘a nonconstructive gesture [is] one that […] de
stroys everything whose existence depends on edifying pretentions’ 
(1992, 23), then nonconstruction must not be understood as an 
 alternative to or a replacement of destruction but as its alteration, 
its heightening, its translation. Or, in other words, nonconstruction 
determines destruction in the sense that it saves it from its terminus 
and opens it to new possibilities, permanently. In the sense of the 
German word Entscheidung, which Benjamin used as Ent-Scheidung, 
we can also say that nonconstruction is not a decision as descission, 
but the introduction of a scission. 

Thus, more generally, it is a redefinition or redirection, not an 
expansion, of architecture. By separating the original creative net
worker from the commanding master builder, neutralising them by 
not conflating them but by keeping them in constant touch, we might 
also say that it is an anarchic, or even anarchitectural exposition  
of architecture.

However, more importantly than defining nonconstruction or 
redefining destruction, the attempt of such a determination has led 118  See Finter 2004, 85–107.
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to a change in my practices: a rethinking of documentary practice as 
a filmic understanding of architectural relations in times of control 
by giving up the hegemonic control of the camera, or rather by trans
lating its control into a potentially selfannulling indifferent move, 
which I call the a u t o m a t e d  c a m e r a .  Such a camera is not in
different because it takes decisions autonomously, but because its 
animated moves are independent from the actions it records. Keep
ing in touch with the camera introduces the spatial discursivity that 
tells us more than what we see. 

What struck me was the experience that this determination was 
only possible by means of a stroke, which strikes from nowhere. 

Epilogue

Habemus Angelus Novus: The Anarchic Event One last scene 
 deserves attention, one that may rather be a continuous methodolog
ical reflection on the conditions of artistic existence and the work of 
art than a project as such. As I write in the introduction, the tattoo 
on my arm demands care or maintenance. This imperative allows me 
to have it, to bear it, and to use it.119 A tattoo cannot be possessed 
because it cannot be dispossessed. It is a paradigm. Its origin is the 
child and its relation to the parent, a relation that may be denied but 
never annulled. While today eternal bondage has fallen into disgrace, 
seen as authoritarian domination and limitation, the potential open
ing from the perspective of the impossibility of possession is liber
ating. Precisely because the care of the tattoo, the child, the garden, 
etc. is demanded, it is a borderless having. This having is, again, not 
possession but habit. It is not merely ‘doing’ or simple agency, not the 
factum as such that gives permission to what is done or made, to the 
facts. Permission is given because action has been demanded. 

In 1921 Benjamin bought Klee’s drawing  Angelus  Novus and 
hung it as his companion in every apartment he lived. He entrusted 
it, with his manuscripts, to the custody of Bataille, who concealed it 
in the Bibliothèque Nationale in Paris while Benjamin fled the Na
zis. Shortly after, in 1940, Benjamin ended his life in Port Bou. For 
him the Angelus Novus is the angel of history. The angel looks back 
on what the progression of history leaves behind. Benjamin qual
ifies these outcomes, embedded in times of war, as ‘wreckage’ and 

‘debris’ resulting from ‘catastrophic’ ‘smashing’ (2007a, 257–278). 
But the wind that carries the angel through time originates in ‘Para
dise’ and has a ‘violence’ that makes us 
understand the universal condition of 
the angel of history. Perhaps our time 
has invented Paradise and history, and 

119  With a piercing it is still 
possible to speak of a possession 
because it can be eliminated 
without evident trace; to do 

this with a tattoo is impossible 
even with the most sophisticated 
surgery.
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violence as a qualitative entity that comes with it. But what marks 
the Angelus  Novus as an eternal creature beyond any current con
dition is the pure state of a witness to which he is reduced. In this 
state, he cannot but ‘fixedly contemplat[e]’ what he is being carried 
away from: ‘His eyes are staring, his mouth is open, his wings are 
spread’ (257).

As human beings, however, we do not have wings. The ‘storm 
[…] blowing from Paradise’ (257) is not carrying us steadily through 
time. Rather, we are doomed to build sails, and to sail against or into 
the wind, to take the wind out of sails, to be upwind or downwind, 
and to be blown at times. We do not just stare at the condition of the 
world: we make use of it. This does not mean that we should turn 
around and face the future progressively, or that we should try to pre
vent the smashing or even try ‘to make whole what has been smashed’ 
(257). We should take the demand presented by the current state of 
the world and, importantly, witnessed by the angel of history, the 
Angelus Novus, as the liberating permission of creating our own past. 

My tattoo is my Angelus Novus. It witnesses the  catastrophe  
I produce by ‘piling up wreckage upon wreckage’ (257). That the tat
too is a gift given to me by my daughter has turned the world and its 
time upside down. I understand: my daughter is not younger than 
I; we all are in the same age, the living, the dead, and the unborn; 
the child is only a paradigm of all the nondissociable  forces of life, 
of life as inseparable; we have been caught by an eternal whirlwind 
making us believe that there is succession, progress, that ‘what we 
call progress, [is] this storm’ (258), which, in the end, is the moti vat
ed architectural potential of eternal encounter. Always  witnessed 
by the  angel of history, this storm both demands and allows for 
further  research.
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JULIE HARBOE

Salute!

So, Ronny, this is a speech I would deliver at one of your doctoral 
 celebrations; at dessert, which would surely be sorbetto al limone with 
some rosemary twigs and chocolate flakes. And after dinner, after 
this, there would be dancing late into the night to music where the 
drums, the beats, prevail.  

It’s time to look back. Finally. It was an exceptionally long haul, this 
work. With so much muscle power, organising so many different frail 
spaces, requests, emails, budgets, collaborations. Red and blue under
lining in books written mostly by philosophers. There was closure. I 
would have liked to have been in your van as you chauffeured your 
examiners: the drive was mirrored and projected on a screen which 
they watched en route in the back of the van. I wonder what it was like 
when you turned a corner. But also I wonder about the sense of time 
in the car, and the tension. Fear of crashing? Can we contain this? 
With a few twists you had revived some of the old cinematic drama. 
Creating such motifs of immanence is your rare gift. There is no mo
ment outside this now. Material wrapped in one particular gesture. 
Your work for the doctorate was a string of reversals, inversions, 
transpositions, invitations; next to deliberately unhinged  visions, 
drilling into history, engaging your intellectual friends, dead or alive. 

Recalling the long process starts with faint images. One early morn
ing in the empty institutional zone. The cardboard model of an exhi
bition filling the room and breaking the insolence of the nonspace 
 office. This model, just a tool for the eye of your camera,  introduced a 
longedfor irritation. Complaints that art blocked the smoothness of 
meeting rituals was a muchcherished proof of concept. Then a cold 
studio in Bern where brown tones of wood met a careful  exhibition of 
books and small objects of survival. Romantic, but not  sentimental. 
Back in the office there were the collective joys of real  intellectual ex
change. Reading and discussing articles never to be forgotten. In the 
Kirchner Museum at the World Ornamental Forum, you were  outside 
melting an O into the snow with a blow dryer plugged in the house. 
Some years later the fire bowl almost in the same spot. The O as heat. 
Interconnections built with insistence over time. Your visual  œuvre  
whirls around and within the dissertation. It warms and renders 
 direction and perspective. The body diving into the ground,  circling 
trees, fighting earth’s gravity with the help of a recording.
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There is a sound of a large thin plastic foil falling from the wall in a 
rush. When remounted, the transparency covers a large white sur
face. It stays thanks to the electrostatic tension between the planes. 
There: a new wall sandwich. 

This is it. How much space between the convention of an  academic 
response and the freedom of thought enabling substantial under
standings and sentiments, turns and shivers? How dispersed can the 
bibliography be? How much insight into life does the focus of a doc
torate allow? Is the best answer, in this high jump, just touching the 
bar without pulling it down? Maybe letting it flip would be fine too? 
Thus balanced the continued discussions.

The success of this daring leap is defined by a discipline. Architec
ture. Knowing how to organise a network. Being sure that what you 
do is safe, no roof or wall falling on other humans. Love of materi
ality and gaps. To insist and apply a certain intolerance in favour of 
beauty. Once this ability is trained you can build invisible structures 
in the wind. Even if you smash holes and letters into surfaces there is 
an authority to the way you assemble these signs of negations. 

Let’s again look at the challenge of the doctorate, this time not as 
sports, but with the image of the meat mincer versus the carp pond. 
Academia has scaled up in the past twenty or more years,  coinciding 
with the new regime of the art academy. In this process systems and 
conventions of intellectual production have intensified, often overrul
ing open investigation. To complete a doctorate tandems of  advisor 
and candidate collaborate on instruments that grind the raw mate
rial into a homogenised digestible mass appropriate for passing and 
publication. The arts should take the liberty to offer an entirely differ
ent concept. Not chopping and adjusting, rather proposing a tool as 
sweeping and concentrating as the view of a carp pond with cool an
imals often breaking the water’s mirror. Concrete, independent, and 
poetic at once, as the quality of research always was. This would entail 
engagement with topics rendering how intellectual energy, sourced  
in aesthetics and aleatoric, offer perspectives and  specificities.

The result of your doctoral encounter is close to the latter. Your 
readers should understand the recurring slings of freedom which 
your  engagement with the texts reflects. In reality we barely under
stand the  intimacy of past rites such as family meals at ancestors’ 
tombs. But we must try. Such performative meandering of the mind, 
 whether in front of that silent carp pond or the ruins of the mauso
leum, accumulate a sense of time and build awareness for the change 
we so desperately need right now.
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Finally, the issue of laughter. I remember the first time you recapped 
Melville’s Bartleby, the Scrivener, which then I had not read, and how 
you were laughing, so that ‘I would prefer not to’ seemed like a line 
from a Monty Python sketch. A few months ago a friend in Turkey 
told me about the restrictions of movement imposed by the govern
ment to reduce the spread of COVID19. The rules about who could 
exit their houses or towns when and for how long depending on how 
far they went were so Byzantine, she said, that one was not sure if 
it was actually an ingenious tactic to confuse the virus, so it would 
leave at least the elderly alone. A pinch of absurdity makes us laugh, 
offering a relief we need to continue. Sometimes your writing and 
works reach an ornamental complexity, demanding reiteration while 
tickling the brain, lifting the reader into this lightness of laughter. 

Thank you for seriously not complying with the rules and building this 
intricate space that holds up. Thanks for making your examiners 
 dizzy and for making your readers turn the tome. Let us all perform 
a cheerful gesture to the future of this book. May many spend much 
time looking onto its reflections and into its ornamental depths. 
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STEWART MARTIN

Myth and the Art Strike of the 
International Parallel Union of 
Telecommunications

I.

Let’s start with the facts. 

Sometime before May 1991, a call to strike was issued by the Inter
national Parallel Union of Telecommunications with the title  ‘The 
General Art Strike (May 1991) and The Perpetuum Mobile’. It was 
proposed as an ‘international and simultaneous event in the frame of 
the Art Strike (1990–1993)’, and seems to have been first published in 
the newsletter established to document that strike, YAWN.1 

1  See Michel Ritter, Chris 
Straetling and Tamas St. Auby, 

‘The General Art Strike (May 
1991) and The Perpetuum 
Mobile’, in YAWN no. 45,  
1992, 2163, online:  
www.yawn.detritus.net/ 

Figure 1 
International Parallel Union of 
Telecommunications, ‘The 
General Art Strike (May 1991) 
and The Perpetuum Mobile’, 
in YAWN no. 45, 1992.
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The aim of the strike is declared dogmatically and esoterically in the 
opening propositions of the call:

The Strike as such is an aestheticethical operation on 
the deformed body of the reigning Myth. The Strike — by 
definition — is declared on the territory between Genesis 
15 to 24. This obscure territory is the theological link of 
the sweaty cause and deadly effect.

Its contribution to the 1990–93 art strike is indicated as follows:

The Gustav MetzgerStewart Home proposition enlight
ened the social implications of this relation:  — the Art
Strike clearly defined its position on the Market of the 
Myth. 

The ‘Perpetuum Mobile’ is illustrated by two diagrams. 

Figure 2 
International Parallel Union of 
Telecommunications, first 
version of ‘The Perpetuum 
Mobile’, reconstructed detail 
from figure 1, 1992.

Figure 3
International Parallel Union of 
Telecommunications, second 
version of ‘The Perpetuum 
Mobile’, reconstructed detail 
from figure 1, 1992.
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The first version presents a set of terms arranged along the lines 
of three adjoining circles. The arrangement suggests relations of 
opposition, but also of complementarity and perhaps even identity. 
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Thus  the first circle has ‘art’ on the left, ‘anti art’ (not hyphenated) 
on the top, then ‘artstrike’ on the right and ‘unart’ on the bottom.  
‘Artstrike’ adjoins the second circle, on the left, followed clockwise 
by ‘more art’, ‘art is strike’, and ‘bad art’. ‘Art is strike’ then adjoins 
the third circle with ‘art is work’, ‘strike is art’, and ‘strike is work’.  
The second version of the diagram reproduces the first, albeit with 
broken lines for the three circles, and adds two rows of four adjoining 
circles, each labelled ‘perpetuum mobile’, which envelop and trav
erse the first three circles, indicating alternative relations between 
the terms. For instance, ‘anti art’ becomes the left part of a circle with 

‘more art’ on the right and ‘artstrike’ on the bottom, with the top  either 
empty or occupied with the pervasive ‘perpetuum mobile’.

Participants are invited to arrange the art strike and perpetu
um mobile themselves and/or to send proposals to the Parallel Union 
by the end of April. Four addresses are given (in Fribourg, Antwerp, 
Geneva, and Budapest) with the commitment that ‘Each proposal 
will be displayed in May 1991 and/or published by the organizers, and 
will be returned if requested’.

Written on the top left of the call is ‘Art is kitsch’ and, top right, 
‘History is kitsch’. At the bottom: ‘A ghost wanders the world, the 
ghost of the strike!’

There is no record of participants or proposals for the strike 
or the perpetuum mobile. If it was first published in the August 1992 
 issue of YAWN, over a year after its deadline, then that might ac
count for the lack of participation — at least in part. According to an 
interview with the vicedispatcher of the Parallel Union, Tamás St. 
Auby, the call derived from a continuous strike by the Parallel Union 
dating back to 1974. He added: ‘At the end of [the Art Strike in] 1993, 
for its part, IPUT extended the strike for an indefinite period’.2

II.

So much for the facts. 

None are selfevident; everything is esoteric. The uninitiated are left 
with nothing but questions. What is the ‘reigning Myth’? Why and 
how is the strike against it declared on these passages from the book 
of Genesis? What relation does this have to the MetzgerHome art 
strike? Why the perpetuum mobile? And so on.

The reference Genesis 15–24 is less precise than it may appear, 
since it does not specify whether the numbers are verses or chapters, 
but they doubtlessly refer to verses in chapter two that describe a 
relatively distinct episode: from God placing man in the garden of 
Eden with the prohibition on eating from the tree of knowledge of 

2 Anon. ‘Mutants and  
Maffidiots: An email interview 
with Tamás St. Auby, the 
Vicedispatcher of IPUT’, in 
the  Budapest art magazine, 
Nightwatch, available at:  
http://old.sztaki.hu/providers/
nightwatch/index.eng.html
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good and evil, to God’s creation of all living creatures, their naming 
by Adam, and God’s creation of a companion for him from one of his 
ribs, whom Adam names ‘woman’. 

If this is the ‘territory’, what can it mean to talk of a strike 
 ‘declared’ here? If the declaration is made by the Parallel Union, 
what constitutes the strike? Since God is at work in these verses, is 
this somehow struck? Or is the strike declared f r o m  this  territory, 
from within the text? The episode that approaches the idea of a strike 
more than any other is God’s prohibition on eating from the tree of 
knowledge of good and evil. The strike would then be declared more  
 precisely in verses 16–17: ‘The LORD God commanded the man, 
 saying, “From any tree of the garden you may eat freely; but from the 
tree of the knowledge of good and evil you shall not eat, for in the day 
that you eat from it you will surely die”’.

A clue to the nature of the strike, as well as to the ‘reigning 
Myth’ against which it is directed, can be found in the aforemen
tioned interview with St. Auby. After announcing the indefinite ex
tension of the strike, he added: ‘Its aim continued to be the reporting 
of the Genesis Myth 3. 1–24’.3 The reference here is to the chap
ter and verses describing the fall of man: the serpent’s temptation 
of the woman, her and Adam’s eating from the tree of knowledge 
of good and evil, and God’s curse for breaking his prohibition; that 
the serpent will go on its belly, that the woman will bear children in 
pain and be ruled over by her husband, that the man will have to toil 
with a cursed ground in order to eat until he returns to the dust from 
which he was made, and their banishment from the garden of Eden 
and the tree of life. 

If the fall of man is the reigning myth, what does this indicate 
about the strike against it? Whatever else might be meant by calling 
the strike ‘an aestheticethical operation on the deformed body of 
the reigning Myth’, an operation on the story of Genesis is evidently 
involved: a turning away from its end with a momentum that revolves 
back to the beginning. If we pursue this operation to a point that 
might appear absurd, then the ultimate aim of the strike is revealed 
to be a restoration of man to his state before the prohibition was 
broken: the return of man and woman to the garden of Eden, with
out knowledge of good and evil, without shame at their nakedness, 
without enmity between them, without pain in childbirth, without 
toil, without death. The implication is then that the strike is in
deed declared in Genesis 16–17; the strike is God’s prohibition or its 
 restoration by man.

This reversal of the story of Genesis is so simple and selfsuffi
cient that it renders the premise of a strike a rather external and sec
ular imposition. What justifies this? If this is the esoteric question, 
the exoteric question is: what justifies the imposition of the story of 3  See note 2.
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man’s fall onto the history of strikes? Or, if the fall of man is the 
reigning myth, why and how does it actually reign today?

Some answers to these questions are indicated by St. Auby’s 
further contention in the interview that: ‘Following from Genesis 
Myth 3. 1–24: capitalism is a mythical configuration. Communism is 
a complementary configuration.’ The nature of these configurations 
is indicated by St. Auby elsewhere:

The Parallel Union interprets the history of the Fall as 
an economic equation. The fruit of the forbidden tree is 
the surplus in the subsistence paradise. If you consume 
the excess, there will be a deficit. If there is a shortage, 
you have to work. That is why man was exiled into the 
world of work.4 

The fall of man into toil and woman into the pain of childbirth are 
already forms of labour or economy in Genesis, but what is new in 
the Parallel Union’s—and which breaks out of the closed circle of 
the story’s simple reversal—is the idea that the fall results from the 
consumption of an excess or, as St. Auby often puts it, ‘overconsump
tion’. This concerns the nature of the temptation or transgression, 
but it also inflects several other aspects of the story. The fruit of the 
forbidden tree is described in Genesis as knowledge of good and evil, 
not as a surplus or excess. It is not just more of the other fruits, but 
a different kind. The idea that knowledge of good and evil can be 
eaten is obviously taken directly from Genesis, but is interpreted 
altogether more literally than there, where its result is awareness 
of nakedness rather than satiation. The description of the garden 
of Eden as a ‘subsistence paradise’ is scarcely selfevident; Genesis 
suggests more a place of abundance where man can eat as he desires.  
In any case, the consumption of a surplus would not result in a defi
cit or shortage. That would result rather from the consumption of a 
staple. And Genesis does not describe work as a consequence of re
producing a surplus, but rather the need to survive following God’s 
cursing the ground, making it unfruitful. 

Nonetheless, if the fall results from overconsumption lead
ing to overproduction, then its configuration as capitalism is per
haps selfevident, insofar as it is typically characterised by surplus 
production and consumption. But there is no mention of the market 
or private property structuring this economy, which then removes 
the typical distinctions of capitalism from communism. As a conse
quence, both are rendered forms of profligacy, which enables their 
historical opposition to be dissolved and displaced by their common 
opposition to the Parallel Union’s strike, representing an economy of 
subsistence. While this may explain the character of the myth and 

4  Interview on IPUT and the 
24th Swiss Canton [11 August 
1981], in Artpool Letter, no. 5, 
1983, 18–23. Note that the 
interview, which was conducted 
by Júlia Láng, purports to be 
with Tony Putra, although this 
is likely an alias of Tamás 
Szentjóby, aka Tamás St. Auby. 
A revised transcript is available 
at www.artpool.hu/Al/al05/
IPUT.html
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its correction, we are still left with the question of why these eco
nomic forms should be conceived in terms of myth.

Still, it does offer an indication of why the art strike should be 
presented in the form of a perpetuum mobile, that is, a movement or 
cycle that revolves eternally in perfected selfsubsidence, without de
crease or increase. This would then indicate the relation of the terms 
appended to the perpetuum mobile: that they mark moments of this 
eternal revolving. Perhaps there is a suggestion of development or 
increase in the movement from the first circle’s words (‘art’, ‘anti art’, 

‘artstrike’, ‘unart’) to the propositions of the second and third (‘more 
art’, ‘art is strike’, and so on). But this development might be under
stood as completed, the third circle leading back to the first and so 
on. Something of this is suggested by the second version of the dia
gram, although this is equivocal. A far more troubling feature is the 
implication that certain decisive oppositions appear to be dissolved 
or rendered moments of a greater unity. While the idea that an art 
strike involves a strike of art may be derived from the opposition of 

‘art’ and ‘strike’ on the opposing sides of the first circle, the second 
and third circles suggest that this opposition has been transformed  
into ‘art is strike’ and ‘strike is art’. If the Parallel Union’s strike is 
 directed ultimately against work, it is possible to deduce that art 
might be considered a form of nonwork. However, this only exac
erbates the obstacles to understanding the propositions on the third 
circle that ‘art is work’ and ‘strike is work’. If even strike is work, 
what is interrupted? This question resonates with the latent sus
picion that a perpetuum mobile is a problematic image for a strike, 
since it allows no interruptions. Eternal revolving is rather more 
an archetype of myth. A solution to this problem may be that ‘art is 
work’ and ‘strike is work’ are indeed understood as opposed to work, 
namely, work as overproduction. The fact that neither ‘overproduc
tion’ nor ‘work’ are appended to the perpetuum mobile would support 
this. We are then confronted with the question of what exactly this 
idea of work is such that ‘strike is work’. 

III.

Let’s consider some more facts.

The Parallel Union’s call for an art strike mentions that it had been 
 involved in ‘practicing different forms of ArtStrikes under the  gen  
eral title: “The Subsistence Level Standard Project 1984W”’. This was 
initiated by St. Auby in 1975 in Hungary, just before his exile on accu
sations of smuggling samizdat literature out of the country. He then 
relocated to Switzerland, where he founded the Parallel Union—in 
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parallel with the International Telecommunication Union head
quartered in Geneva—to realise The Subsistence Level Standard 
 Project 1984W.

The basic aim of the Project was—and remains—to promote 
an alternative to overconsumption and overproduction. Besides the 
strike, it proposes the institution of a universal minimum wage in
stead of expenditure on defence or arms. War is conceived as the ar
chetypal form of overconsumption/production. ‘1984’ was the date 
of its projected institution, which afterwards became symbolic. ‘W’ 
indicates ‘double you’ or the alternative, ‘parallel’ subjectivity consti
tuted by the Project. Beginning in 1980, the Project was developed in a 
series of phases. In the first, The Mutant, a new human is purportedly 
brought to life by the refusal to work. The Mutant Class follows in the 
second phase. The third establishes their republic in a new canton of 
Switzerland. The fourth offers a Catabasis Soteriologic or decent into 
salvation. The fifth phase, Heterarchy, facilitates direct democracy 
through voting on various subjects.5

What stands out immediately from this cursory synopsis is the 
incredible ambition and scope of the Project. This is scarcely evident 
from the call for the art strike, even if it is implicit in its appeals to 
the story of Genesis. The phases of the Project explicitly present an 
alternative story of the origins of humanity, in which humanity is 
resurrected from the fall following the strike. The Mutant presents 
a new man or human, The Mutant Class a new family or society,  
The 24th Canton a new land, Heterarchy a new constitution or law; 
while the Catabasis Soteriologic presents an alternative book or 
 history of man’s salvation. If this is still to be understood as the 
 correction of myth rather than myth itself, then the correction 
takes place deep within the myth. The suggestion is rather of a par
allel myth, following the model of parallels deployed elsewhere in 
the Project: the parallel myth runs alongside, at a distance, as an 
 alternative to the myth of the fall of man.

Insofar as the Project presents a parallel myth, it constitutes an 
exceptional instance of modern mythopoesis. How can we under  
stand its relation to modern mythmaking, from the heights of 
 Romanticism’s projects for a new mythology to the lows of its dis
solution and abandonment — a legacy of decline that often informs 
the contemporary status of myth? This legacy evidently informs the 
 Project, especially in its critical orientation, not to mention its ten
dency to irony, but it does not approach myth as dissolved or aban
doned. On the contrary, the Project seems oriented rather towards a 
radical renewal of mythopoesis. 

This orientation is illuminated by its point of departure in 
St. Auby’s reception of Fluxus and the associated array of alterna
tive art forms in the 1960s and 70s. St. Auby, under his given name, 

5 For details of the  
Subsistence Level Standard 
Project 1984W and other works 
by St. Auby, also under his 
numerous aliases, see the 
compilations (on Tamás  
St. Turba) prepared by the 
Bratislava Art Institute,  
available at  
http://www.amtproject.sk/
artist/tamasstturba  
See also the website for the 
International Parallel Union  
of  Telecommunications:  
www.c3.hu/~iput/
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Tamás Szentjóby, is identified as the organiser, together with  Gabor 
 Altorjay, of the first ‘happening’ in Budapest in 1966, The Lunch. 
Fluxus was a complex formation, but it was not generally associated 
with mythopoesis, which was ostensibly rejected along with the ro
mantic sacralisation of art and artist. For St. Auby and his genera
tion of young dissident artists in Hungary, Fluxus presented a radical 
transgression of, and hence emancipation from, official culture. This 
was its immediate and lasting attraction to young artists excluded 
or selfexcluded from Hungarian state institutions, and it infused 
their reception of the more doctrinal or technical aspects of Fluxus, 
such as the dissolution of the hierarchical division of art from non
art, artist from audience or nonartists, and the forms this took as 

‘happenings’, ‘events’, and so on.
St. Auby embraced this emancipatory dimension of Fluxus, but 

came to criticise it for its implicit complacency:

While the entire Fluxus project was a wonderful move
ment that strived to return to immediate reality, I saw 
the need to transcend it, and not just for the sake of it, 
but because I was critical of the fact that the event pur
ported to control the status quo, as though the revolution 
had already happened.6 

At the same time I disagree with the Fluxus idea that 
everything is art. The whole point is that art can only be 
that which provides a new perspective, a new way of re
lating to reality; only that is art which, by modifying its 
own parameters, its proportions, modifies the parame
ters of the myth. […] As soon as we accept this, we’ll have 
the belief necessary for our work, and we’ll be obliged 
to live in a direct and progressive way. Life lived in this 
way is: art. 7

This contention that the emancipatory dimension of Fluxus would 
collapse if it did not sustain its transgressive dimension is evident 
in a series of works by St. Auby that dramatise the idea of prohibi
tion or being prohibited and, decisively, do so in the form of striking. 
In 1972 he undertook the action Sit Out. Be Forbidden!, in which he 
sat on a chair on the pavement outside the Hotel Intercontinental 
in Budapest. He also produced a number of ‘action objects’ in this 
year, such as Prohibited To Switch On!, a readymade sign with these 
words, and St.Rike Bow, a violin bow with the strings cut. The chair 
would become an especially charged object in the Parallel Union’s 
Project, which was first introduced with the subtitle Make a chair!, 
Its first phase is documented with the ‘mutant’ sitting on a chair. 

6 Quoted in Emese Kürti, 
‘“The Finest Examples of  
Socialist Realism”: PostFluxus 
Phenomena in Hungary’, trans
lated by Balázs Rapcsák, in 
Tomás Glanc, Zornitza 
 Kazalarska, Alfrun Kliems eds, 
Performance – Cinema – Sound: 
Perspectives and Retrospectives 
in Central and Eastern Europe 
(Münster: LIT Verlag, 2019), 
53–63, 61. This is an amended 
 version of the translation 
available in Tamás St. Turba, 
FIKA/BOGEY (Budapest: 
Ludwig Museum, 2013), 58.

7  Quoted in Kürti 2019 
(note 6), 60. The passage 
comes from a conversation in 
1973 between Szentjóby and 
László Beke in a text entitled 

‘Telex/1’.
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In 1984, the symbolic date of the Project, The Throne of the Immortal 
was made. We can deduce from the Parallel Union’s interpretation 
of Genesis that this is the seat of those who strike, obey the prohibi
tion on overconsumption, and therefore are not condemned to work 
and mortality.

The prehistory of the Project is now exposed: the reigning re
ality is the myth of work, which prohibits not working or striking, 
and which is transgressed by being prohibited, by the strike as myth 
correction or, perhaps, as parallel myth.

St. Auby’s idiosyncratic response to Fluxus makes more sense 
once it is understood as inflected by influences with an altogether 
more intimate relation to JudaeoChristian myth. Of particular note 
is the mystical Christianity of Jacob Böhme, whose conception of 

‘turba’, as the fallen state of man, informs the pseudonym Tamás St. 
Turba, although this only hints at the pervasive sense of messian
ism in the Project. At one point St. Auby confesses: ‘Some spread 
the word—to undermine SLSP1984W—that this is an imitation of 
Christ. Yet, this has the contrary effect, like everything else. Because 
it actually is that’.8 Another important influence is the marginalised 
Hungarian intellectual, Béla Hamvas. After installing The Throne of 
the Immortal in Geneva in 1984, St. Auby recalls the coincidental pub
lication of a quotation from the Kabbalah by Hamvas: ‘Before God 
created the world, he created the Throne. He didn’t sit on it. He sat 
the Shabbat on it’.9 This extraordinary image may be the most illu
minating clue to the alternative idea of work disclosed by the exam
ination of the perpetuum mobile. It offers a solution to the riddle of 
why the strike called for by the Project was introduced with the ap
parent contradiction of an injunction to work: ‘Make a chair!’ It sug
gests that the strike is a Shabbat, which requires a work after which, 
and on which, it can rest. This is a form of work that is certainly 
not overproduction. It is not endless or expansive, but has an end, a 
 result and a cessation, which then enables its producer to stop work
ing and turn their attention to something else.

However important these ideas may have been, they still must 
be understood in terms of the reception of Fluxus and some of its 
characteristic forms and aims. This is evident in the crucial question 
of how Fluxus conditions St. Auby’s orientation to myth as a form 
of community. It has often been observed that myth is essentially a 
form of community: a story that enables a community to recognise 
and sustain itself. As such, a myth cannot be reduced to the work 
of an artist. This accounts for the compulsion to approach myths 
as originating mysteriously, which persists in the inspired or folk
loric authorship sought by the modern romantic project of a new 
mythology. But it also accounts for an inherent contradiction in 
this pro ject, insofar as the cult and market for individual romantic 

8  St. Turba 2013 (note 6), 76.

9  St. Turba 2013 (note 6), 78.
I have been unable to identify 
the source of this quotation.
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artists and their artworks undermined their communal significance.  
This contradiction between community and artist, myth and art
work, informs Fluxus in an inverted form. Fluxus was characterised 
by an attempt to dissolve the cult and market for the romantic art
ist and their works of art, and mythopoesis appears to evaporate in 
this process. However, this very dissolution ironically facilitates the 
communal character of Fluxus works, which is reinforced by its for
mal preoccupations with the merging of artist and audience, art and 
life. Fluxus hereby vacated the space of mythopoesis at the same time 
as preparing the ground for its renewal. This is the latent possibility 
that St. Auby realised. 

The proof that St. Auby realised this possibility in Fluxus,  rather 
than simply returning to Romanticism, is demonstrated by his en
gagement with the merging art and nonart, artist and nonartist. 
This could scarcely be derived directly from Romanticism. However, 
if Fluxus inadvertently dismantled the limitations of the individual 
artist in the creation of myth, it failed to overcome this limit, inso
far as it ultimately remained an arena for the works of individual 
artists. St. Auby’s dissolution of himself into aliases and an artificial 
organisation presents one of the more desperate attempts to evade 
this limit. It failed because he remains recognisable throughout.  
The contradiction of Romantic mythopoesis therefore repeats itself. 
But even if Fluxus or St. Auby could have succeeded, they faced a 
more obvious problem: the dissolution of the artist only offers the 
negative condition for community; it does not realise this  community 
as such. In some respects Fluxus forms like happenings were prem
ised on the very creation of community, but they were characteristi
cally ephemeral, precarious, and often artificial. St. Auby’s project 
to constitute a new humanity attempts to restore this community 
creation to its greatest pretentions, but without success and, probably, 
without serious intention. The new humanity has attracted no cult. 
Rather, it appears ironic, a play with ideas long since suppressed by 
the disgust with Romanticism and its totalitarian abuses. It  remains 
a work of art.

IV.

What of the Parallel Union’s contribution to the 1990–93 art strike? 
The claims that Metzger and Home ‘enlightened the social impli
cations’ of the ‘theological link of the sweaty cause and the deadly 
 effect’ disclosed in Genesis, and that they ‘clearly defined its posi
tion on the Market of the Myth’, are presumptuous and misleading.  
The implication is that the Parallel Union’s art strike is positioned 
rather on ‘the Myth’ itself. In other words, Metzger and Home 
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illuminated the secular, commercial, and generally derivative or 
secondary form of the myth, rather than its primary, economic (the 
market being derivative of the fundamental economy), and theolog
ical form: that is, the essential form of the myth as myth. However, 
it is highly questionable whether Metzger’s or Home’s conceptions 
of the art strike, which are distinct in important respects, can be 
grounded in this way. Neither of them acknowledged any such theo
logical basis for art or an art strike.

It is not wrong to say that Metzger’s strike was positioned on 
the market, although he proposed that artists should withdraw from 
any and all artistic activities, not just selling. The 1990–33 art strike 
was proposed as a repetition of Metzger’s, but it also distinguished 
itself in crucial respects: 

Unlike Gustav Metzger’s Art Strike of 1977 to 1980, our 
purpose is not to destroy those institutions which might 
be perceived as having a negative effect on artistic pro
duction. Instead, we intend to question the role of the 
artist itself and its relation to the dynamics of power 
within our specific culture.10

The Parallel Union’s conception of the art strike in terms of myth 
appears largely absent from the proposals of Metzger and Home. 
Metzger’s call does not address myth in any sense, although some 
of the calls for the 1990–1993 art strike refer to ‘the myth of “geni
us”: […] To call one person an artist is to deny another an equal gift 
of vision; thus the myth of “genius” becomes an ideological justifi
cation for inequality, repression and famine’. 11 The myth at stake 
here concerns the superiority of the artist, rather than work or the 
 cycle of overconsumption and overproduction, although the refus
al of genius belongs to the Parallel Union’s wider aims. Nonetheless, 
this attack on the myth of genius is somewhat clichéd and superficial 
to the broader discourse of the 1990–1993 art strike.

An altogether more profound appeal to myth is made by Home 
shortly after completing the art strike. Rebutting the apparently in
escapable conclusion that it had been an abject failure, he claimed 
that this verdict resulted from a failure to understand the art strike 
as a myth: ‘The Art Strike was an organised myth that took hold of 
individual artists and encircled them, sapping the will and  creating 
a sensation of helplessness’. Home claimed to derive this  peculiar 
conception of myth from Georges Sorel: ‘Somewhat like Sorel's con
ception of the General Strike, the Art Strike should be viewed as 
a myth that drove (wo)men to (in)action’. Indeed, there are indica
tions of more than a passing familiarity with Sorel’s ideas. Home 
describes the art strike as an ‘intuitive mental picture’, which is 

10 Anon., ‘Art Strike 1990–
1993’, in YAWN no. 1, 1989, 
2055–2056, 2055.

11 Anon. 1989 (note 10), 2055.
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how Sorel  understands myth following Bergson’s theory of intu
ition. We do not need to look much further for evidence of this. 
The Art Strike Handbook, published in 1989, so before the strike 
commenced, contains substantial extracts from Sorel’s Reflections  
on Violence from 1908.12

However, this homage to Sorel is obviously qualified by an 
 extraordinary inversion: whereas Sorel conceived of myth as an 
 encompassing image that would enable action, Home conceives of 
it as disabling action. This might be regarded a mischievous sub
version, alongside countless other such instances surrounding the 
art strike, but a certain persistence of Sorel’s theory can still be dis
cerned. Home evidently conceived of the art strike as a means of 
questioning the role of the artist. More specifically, he conceived 
of it as a means of undermining the pretentions of militant artists. 
Thus, the objection that the art strike would inevitably fail because 
it only concerned militants, without the number or standing to 
bring the art world to a halt, may have been true of Metzger’s strike, 
but not the strike as Home and his comrades in the group PRAXIS  
conceived it:

The idea was not to destroy the art world: PRAXIS doubt
ed that enough solidarity existed between artists for such 
a strategy to work. PRAXIS were interested in how they, 
and many other ‘activists’ have created identities based 
on the supposed ‘superiority’ of their ‘creativity’ and/or 
political actions to the leisure and work pursuits of the 
social majority. This belief in individual superiority was 
seen as impeding a rigorous critique of the reigning so
ciety. Put bluntly, those whose identity is based on ‘their 
opposition’ to the world as it is, have a vested interest 
in maintaining the status quo. To change the world it is 
necessary to abandon those character traits which aid 
survival in capitalist society.13

The decisive argument here is then: opposition to the world invests 
in and maintains it, therefore changing the world demands aban
doning opposition to it. There is also the suggestion of a yet more 
hyperbolic argument: the identity that enables one to survive in 
 capitalist society is an adaption to it, therefore changing this society 
demands abandoning this selfpreservation. Hence the art strike is 
conceived as a means by which artistic activists can abandon their 
opposition to, and survival in, capitalist society. This is still far 
from Sorel’s theory in many respects, but it corresponds precisely 
to his critique of socialist politicians: their manipulation of the uto
pia of proletarian emancipation in order to secure their position in 

12  See Georges Sorel, ‘From 
the Proletarian Strike’, in 
 Stewart Home ed., Art Strike 
Handbook (London: Sabotage 
Editions, 1989), 7–10. 

13  Stewart Home, ‘Art Strikes’, 
in Home 1989 (note 12), 2.
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 parliament or, more generally, the apparatus of the state, thereby main 
taining their survival in apparent opposition to the state, which itself 
persists in and through this opposition. The artistic activists invited 
to engage in the art strike are then cast by Home in the role of these 
socialist politicians. 

However, this convergence only exposes the divergence. Sorel 
conceived of the myth of the general strike as enabling proletari
an action, not the action or inaction of politicians. Under the guise 
of his homage to Sorel, Home effectively invents a new idea of the 
strike: a ‘politicians strike’. This ironically reinvests in politicians, 
 albeit now in their inactivity. The only way it could evade this would 
seem to be if it were strictly subordinated to a proletarian general 
strike. Home indicates some acknowledgement of this, however the 
art strike is proposed in the absence of a proletarian strike.

For Sorel, the myth of the general strike is defined essential
ly as a means of acting in the present, as opposed to what he con
siders the utopianism of anticipating the future or how the future 
will emerge: ‘The myth must be judged as a means of acting on the 
present’.14 Furthermore: ‘Strikes have engendered in the proletar 
iat the noblest, deepest, and most moving sentiments that they 
 possess; the General Strike groups them all in a coordinated picture, 
and, by bringing them together, gives to each one of them its max
imum of intensity’.15 Perhaps the art strike is not utopian in Sorel’s 
sense of presenting a course of action through which the future will 
emerge. As to if it engenders the ‘noblest, deepest, and most mov
ing sentiments’, this seems to presuppose a seriousness and heroism 
that is absent from the selfridiculing sentiments of the art strike. 
The suggestion that the art strike demands abandoning one’s ability 
to survive in capitalist society evokes a heroic risk of death, but the 
risk appears hollow, and it is elsewhere suggested that the prospect 
of death in the art strike is merely the deepest illusion of the bour
geois artist who has invested their life in art.16 Perhaps this could 
still form a simple and encompassing image, an intuition of the tasks 
faced by artists dedicated to socialism. But how could this image 
of industrial labour resonate with artists? In response to this issue, 
Home (interviewed under the pseudonym of Karen Eliot) records 
that there was an attempt to rename the art strike a ‘Refusal of 
 Creativity’, but that this ‘just didn’t catch on’.17 A refusal of  creativity 
might have been more appropriate to artists, rather than workers, 
but social resonance is decisive in such intuitions. In any case, many 
artists understood the idea of a strike as nothing other than a refus
al of creativity and selfabolition, since as independent artists they 
were effectively faced with a strike against themselves, against their  
creative freedom. Many artists rejected the art strike for  precisely 
this reason. The idea of a strike presumably infused the intuition of 

14  Quoted in Sorel 1989  
(note 12), 8.

15  Quoted in Sorel 1989  
(note 12), 9.

16  Stewart Home, Untitled 
contribution, in Home 1989 
(note 12), 38. 

17  ‘Art Strike: Karen Eliot 
Interviewed by Scott MacLeod’, 
in Home 1989 (note 12), 6.
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a radical and destructive withdrawal with a sense of historic  im 
portance, and compensated for its desperation. Many were  evidently 
fascinated by the imaginative dimension of a strike, heightened 
by its inappropriateness and impossibility. Whatever the reasons 
for the idea catching on, this did not correspond to commitment. 
 Reportedly, only three undertook the strike. If a myth enables action, 
or even inaction, then it was absent here. 

Home’s conception of myth is manifestly distinct from that of 
St. Auby, although they share some deep affinities. Home proposes 
that the art strike is a myth, not the correction of a reigning myth, 
but a correction might be deduced from the rejection of the ‘myth of 
genius’ and, more abstractly, the rejection of capitalism. Given that 
the correction at stake for Home concerns more directly the  political 
artist, we would need to deduce a ‘reigning myth of the political  artist’.  
If St. Auby’s conception of the strike can be considered a myth or par
allel myth, then these affinities would be more evident. But the con
tent of this parallel myth — ‘the mutant’ or the new man, class,  nation, 
and so on — and its biblical derivation are entirely absent from and 
alien to Home’s account. Sorel’s theory of myth suggests a secret 
affinity to Christianity, but he finds the precedent for the  general 
strike in the Christian myth of the apocalypse or the total ruin of the 
pagan world, rather than the return to the garden of Eden, and this 
seems to underlie Sorel’s indifference to describing a new human
ity, which would presumably appear utopian, rather than mythic.  
A symptom of these distinctions is that whereas Home’s myth of the 
art strike evokes the image of death or suicide, St. Auby’s counter 
myth evokes that of immortality.

What is shared by Home and St. Auby more abstractly yet de
cisively is mythopoetical or, more precisely, mythopolitical: the cre
ation of a new myth in order to found a new community. What is also 
shared is the precariousness and artificiality of this creation. Just 
as with St. Auby, Home tries to achieve this through a dissolution  
of the supremacy of the artistic individual, as if this would in itself 
gener  ate community, without actually generating a community,  ex 
cept perhaps as a fantasy, which then inevitably appears as the product 
of an individual artist. The myth then remains a work of art by Home, 
as by St. Auby, rather than the form of a community.  Symptomatically, 
both deploy pseudonyms that displace and proliferate their names 
without resulting in their displacement or proliferation into an ac
tual community. Both deploy a prohibition that  promises a new ta
boo or law constituting the community: St. Auby’s prohibition of 
overconsumption/production, Home’s prohibition of political art. 
It should not be overlooked that both propose to ground a  radically 
inclusive and anarchic (or ‘heterarchic’) community through the 
 institution of a prohibition that presents a profound challenge to 
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its prospective adherents, although this is deflected by its appear
ance or function as mere provocation and excitation. Home evidently 
appreciated the communalising potential of being provoked, rather 
than obeying, publishing several bitter criticisms of the art strike.  
St. Auby undoubtedly appreciated something of this too.  Probably 
most revealing is their shared deployment of irony, which is  perva  
sive. This suspends everything from what it claims to be, whether 
myth or strike or community, generating a mischievous play out of 
the serious legacy of mythopolitical creation. This is their ultimate  
work of art. 

A sense of community might nonetheless be derived from its 
ironic appearance here, especially by those who are intrigued or de
lighted, if not compelled, by these myths of an alternative. Indeed, 
given that St. Auby’s and Home’s aims are not simply selfridiculing 
irony, which would tend to affirm the status quo, but rather a more 
genuine desire for artisticpolitical revolution that has become  ironic 
in order to negotiate its frustrations and obstacles,  undoubtedly this 
can be compelling too, especially to those who lament the absence of 
such a revolution without the conviction that it can be realised. Such 
a myth may only form a community of fantasists, but real communi
ties are imagined too.
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JOSHUA SIMON

Digital Revolution as 
Counter-Revolution

The ideas discussed here arise from the growing realisation that 
what we call ‘the digital revolution’ is a counterrevolution, a misog
ynous, racist, capitalist revolution, informed by the sciences of the 
Cold War, namely those of control and communication—cybernet
ics.1 The current late fascism ‘driven by a desire for the state and 
a hatred of government’, as Alberto Toscano puts it,2 has an eco
nomic logic I would call ‘the tiny hands of the market’ in which the 
superrich eat not only the poor but also what was once called the 
middle classes (as well as the affluent).3 This logic shows its face in a 
plethora of supposedly contradictory phenomena—Amazon Prime 
and Donald Trump, automation and femicide, gig economy and 
 social media. 

For the last two hundred years or so the synthetic imaging we 
still call photography has enjoyed an indexical status as  portraying a 
reality external to the technology depicting it. Objectif is the word 
for lens in French, and that word has generated a world of inter
pretations from André Bazin to Roland Barthes. With computation
al  photography we admit to a reality by which the image is  created 
through an internal relation within the apparatus itself, rather than 
a relation of the apparatus to an external objective actuality. In a 
now wellknown essay, Hito Steyerl quotes a software developer who 
explains to her: ‘The lenses are tiny and basically crap [on cell phone 
cameras, JS], which means that about half of the data being captured 
by the camera sensor is actually noise. The trick, then, is to write 
the algorithm to clean the noise, or rather to discern the  picture from 
inside the noise’.4 Following the work of  Katrina  Sluis and others, 
 Steyerl explains that the algorithm basically  guesses what the picture 
you took is based on earlier pictures you made  available to it. It scans 
all pictures already stored on the device or connected to it through 
apps (your social media accounts), and by  analysing the  already ex
isting pictures it matches faces and shapes to link them back to you. 
Therefore what we get is an approximate visual  rendering based on 
previous photos. This can be called  simply a memory image, since in 
 order for the image to appear, it relies on existing footage taken by 
the same user. This formulation of  imagemaking relates directly to 
the metadata capture that makes for the algorithmic echochambers 
we are so familiar with on social media and adbased searches.5 

1  Cyber (kivernesis in 
Greek: κυβερνητικός) literally 
means steering a ship, but  
is used metaphorically—as 
in Paltos’s Alcibiades I—to 
describe good governance. 
In our reality of navigation, 
most of us are in the passive 
tense of cyber (being con
trolled and steered). But we 
can think of those who are 
steering well, who are oper
ating cyber—particularly I 
think of the  female captains 
bringing African refugees to 
Europe, like Carola  
Rackette and Pia Klemp.

2  Alberto Toscano, 
‘Notes on Late Fascism’, 
Historical Materialism Blog 
(2 April 2017):  
www.historicalmaterialism. 
org/blog/noteslatefascism 

3  See Joshua Simon,  
‘The Tiny Hands of the 
Market: Social Distancing 
Without Society’, Social  
Text Online (16 June 2020):  
https://socialtextjournal.
org/periscope_article/
thesignlanguageofthe 
tinyhandsofthemarket/

4  Hito Steyerl, ‘Proxy 
Politics: Signal and Noise’, 
e-flux journal no. 60  
(December 2014):  
www.eflux.com/journal  
/60/61045/proxypolitics
signalandnoise/ 

5 Mario Carpo explains 
that Google does not scan 
the entire World Wide Web 
anew for any alphanumerical 
combination typed into 
their search bar. Instead 
they show search hits cus
tomised to each user based 
on their previous searches. 
See Carpo, The Second 
Digital Turn: Design Beyond 
Intelligence (Cambridge, 
Mass.: The MIT Press, 
2017), 170–172.
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Neither this form of connectivity nor this form of image 
making are new. When the print revolution was raging, Martin 
 Luther addressed the printed images of saints as he understood their 
nature to be. In his sermon of 31 October 1529, Luther spoke of what 
he called Groschenbilder, cheap, massproduced woodcut prints with 
crudely drawn motifs. He called them ‘Merckbilder’ (literally, images 
of memory) and said: ‘You do not pray to Groschenbilder, you do not 
believe in them—they are images of memory’. For him the  depiction 
rendered in these images was not a representation but was there to 
remind us of something we already know. For him this was precisely 
what an image should do. The correct function of an image was not 
primarily to represent something in a visually convincing way as if 
it embodies it (for example in a religious icon), but rather to refer to 
something, to remind us of something, in this case, the Word of God 
or the dogma.6

This quick teleportation to the Merckbilder of Luther invites a 
question about our digitally engineered memory images—what is it 
that they remind us of? What is the dogma to which they refer? This 
supposedly anachronistic departure into the theological origins of 
 digital practices is done here in order to suggest a historical con
sideration for our current moment. In light of half a millennium of 
thought and work around images and their production, we see how 
our digital revolution is not a revolution at all. The memory image 
is but one example which invites the consideration of an array of 
supposed cuttingedge technological tools in the lineage of a much 
longer art history, together with its settings and imperatives. We 
would attempt to do so not for the sake of mere comparison, but to 
explore the extended duration of protocols and practices that inform 
our current digital counterrevolution.  

If we look at the underlying assumptions about the human 
that have instructed the attempts at artificial intelligence (AI) in the 
twentieth century, we see that they derive from the assertion that 
the mind itself is a machine. Rene Descartes’s 1637 ‘Discourse on the 
Method of Rightly Conducting One’s Reason and Seeking the Truth 
in the Sciences’ provided the framework for the attempts of Alan 
Turing, Ross Ashby, Allen Newell, Herbert Simon, Norbert  Wiener, 
and other celebrated engineers of cybernetics and early artificial 
intelligence.7 

The seventeenth century perceived itself as the century of 
the machine. With steam, cords, coils, springs, and other hydraulic 
 devices, the imagination of contemporary scientists, philosophers, 
and political thinkers was taken by the operations of the machine. 
Following the book, the body, the clock, and the map, the machine 
rose to became the metaphor that stands for the way things (natural 
and artificial) operate.8

6  For the nature of this 
Protestant formulation of image 
making see Hanne Kolind 
Poulsen, ‘Branding King 
 Frederick II: On Melchior 
Lorck’s Engraved Portrait  
of Frederick II’, SMK Art  
Journal (2006), 87–95. For a 
reading of Descartes’s under
standing of image and memory, 
which seems to follow that of 
Luther, see Susanna Berger, 
The Art of Philosophy: Visual 
Thinking in Europe from the 
Late Renaissance to the Early  
Enlightenment (Princeton, New 
Jersey: Princeton University 
Press, 2017), 184–186.

7  See Michael Wheeler, 
‘God’s Machines: Descartes on 
the Mechanization of Mind’,  
in Phillip Husbands, Owen 
 Holland, and Michael Wheeler 
(eds), The Mechanical Mind  
in History (Cambridge, Mass.: 
The MIT Press, 2008), 307–
330. For a recent intervention 
in the use of AI, see Matteo 
Pasquinelli’s and Vladan Joler’s 

‘The Nooscope’. This is a visual 
manifesto of AI as an instru
ment of knowledge extraction 
using prediction and classifica
tion. The creators aim it at 
what they call ‘AI dissidents’. It 
is made up of a large diagram 
and essay which outlines the 
history and logic behind the 
exploitative nature of AI: 
https://nooscope.ai/

8  See Otto Mayr, Authority, 
Liberty and Automatic Machin-
ery in Early Modern Europe 
(Baltimore, Maryland: John 
Hopkins University Press, 1986).
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The realities of our digital counterrevolution invite a  reflection 
on its underlying extractive and oppressive logic. With the fantasy 
of automation in particular, technology manifests itself as an  assault 
on the social. While the triumphalism of the industrial age saw  social 
forces as part and parcel of technological achievements, our age of 
environmental catastrophe perceives the social to be unsolvable. 

Subcontracting forprofit technological developments to compen
sate for total social and political incompetence is the inherent failure 
of technology itself, as it becomes yet another assault on the   social 
as such. Technological solutions for social problem mean simply that 
technology stands as the failure of the social. Technology is no longer 
an apparatus but an environment. It is the ecosystem in which ac
tions take place, not a mere device with which social action is  taken. 
Taking up a variety of devices and applications that have come  
to be known as machine vision, artificial intelligence,  augmented  
reality, algorithmic serials, uncanny valley,9 and  others, we can 
 explore their genealogy through the history of art, particular in the 
early modern period, a time of immense extractive racialisation and 
colonisation which saw vast machinic development in the field of 
 imagemaking. We will therefore draw parallels between the arche
ology of various media and art history, in order to assess our neoco
lonial digital frontiers.10 

With the dawn of the computer age, media enthusiasm saw 
some big art exhibitions such as Cybernetic Serendipity — The 
 Computer and the Arts (curated by Jasia Reichardt, ICA, London, 
and Exploratorium, San Francisco, 1968) and Information (curated 
by Kynaston McShine, MoMA, NYC, 1970). However, by the time the 
personal computer was positioned as the highlight of the era, things 
went sour. Bill Gates’s ‘Open Letter to Hobbyists’ in the January 1976 
edition of the Homebrew Computer Club Newsletter, presents the ex
tractive logic that will come to characterise the commodification 
of software and the digital counterrevolution. In his letter, Gates, 
 already cofounder of MicroSoft, but still based in Albuquerque, 
New Mexico, expresses a simple idea: let us make software a licensed 
commodity like hardware. He writes: ‘As the majority of hobbyists 
must be aware, most of you steal your software. Hardware must be 
paid for, but software is something to share. Who cares if the  people 
who worked on it get paid? […] Most directly, the thing you do is theft.’ 11

As we have seen with Microsoft’s software licensing policies in 
our lifetime (and its effects from packaged updated versions to cloud 
computing ‘promiscuity mode’), instead of the digital revolution re
placing social, political, and legal constraints used by the then exist
ing power structures, they have done the opposite. In place of free 
 interactions between autonomous individuals and their free soft
ware, as promised, the realexisting digital revolution has  become 

9  Uncanny valley is used  
to describe the feeling that the 
more robots and avatars ap
pear human, the more appeal
ing they become to us—but 
only up to a certain point, after 
which they become unsettling.

10  The mystery of the algo
rithm is portrayed culturally 
through the asocial male 
 genius figure. But the serial 
equation that is the algorithm 
can be traced back to quite 
different sources. For example, 
papel picado, a Mexican folk 
art of papercut decorations 
made traditionally by women, 
which involves a series of 
geometric shapes extracted 
from folded sheets of thin 
paper to create figurative 
scenes when the sheets  
are spread out. For a somewhat 
prophetic framing of the digital 
as a counterrevolution see 
Richard Barbrook and Andy 
Cameron, ‘The Californian 
Ideology’, Mute, vol. 1, no. 3 
(1995). www.metamute.org/
editorial/articles/californian 
ideology. For a reading  
of the digital as a project of a 
certain masculine whiteness, 
see David Golumbia, The  
Politics of Bitcoin: Software  
as Right-Wing Extremism  
(Minneapolis, Minn.: University 
of Minnesota Press, 2016);  
and Wendy Hui Kyong Chun, 

‘Queerying Homophily’, in 
Clemens Apprich, Wendy Hui 
Kyong Chun, Florian Cramer, 
and Hito Steyerl, Pattern  
Discrimination (Minneapolis, 
Minn.: Meson Press and  
University of Minnesota Press, 
2018), 59–98.

11  Bill Gates, ‘An Open  
Letter to Hobbyists’, in 
 Homebrew Computer Club 
Newsletter, vol. 2, no. 1 (1976), 2.
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an endeavour of reterritorialisation for extractive profit. In more 
 general terms, the logic of the digital should be seen as part of a 
 continuum of projects concerned with settler becoming—extracting 
profit through expropriation. The extractive logic of digital tech
nologies is driven by the reterritorialisation of supposed frontiers. 
Both the confinement of the self for the purposes of data mining and 
the celebration of the tech entrepreneur as explorer resonate a neo
colonial reality of settler expropriation.

The long duration of expropriating colonial protocols encoun
tered under the conditions of the digital invites a reading of what is 
called technological innovation from the perspective of art  history. 
This is because in art history we find the blueprints and desired re
sults of many of our current digital technologies. As we look around us 
to see what is attempted in the processes of machine  vision, machine 
learning, artificial intelligence, and virtual reality  developments, a 
strange feeling emerges in those who are familiar with art  history, and 
more specifically with the history of art of a counter revolution, the 
Baroque. This artistic style, developed as part of the  Catholic Counter  
Reformation, stands as a unique phenomenon that  involves a variety 
of attempts at developing visual  apparatuses that make the world. 
Many of the Baroque’s visual  organising principles are informed 
by the techniques devised as part of Catholicism’s  encounter with 
humanism, almost a century and a half before  Martin  Luther. From 
 Filippo Brunelleschi (1377–1446) and Leon Battista  Alberti (1404–
1472) to Albrecht Dürer (1471–1528) and Melchior Lorck (1527–1564), 
from Anthony Van Dyck (1599–1641) and Gian Lorenzo Bernini 
(1598–1680) to Abraham Bosse (1604–1676), and from JeanFrançois 
  Niceron (1613–1646) to Diego Velásquez (1599–1660) and  Francisco 
Goya (1746–1828), attempts at Virtual reality, Memory images, 3D 
scan and 3D print, artificial intelligence, augmented reality, ma
chine vision, and considerations of the uncanny valley seem to have 
been in motion for a long time. 

Strangely, this world is familiar to us. Of all things, it might 
be art history that lets us into the invisibility of the digital age. As 
we have moved from textual to visual to spatial media operations, 
our current phase reiterates the previous stages. Interestingly, much 
of what is being developed technologically these days is already in
formed on some level by the achievements and discoveries of artists. 
Therefore, instead of exploring what art can do in the new realms of 
the digital by replaying those enthusiastic new media exhibitions, it 
is worth noticing that art history already informs the current  digital 
attempts at appropriation of space through an expropriation of the 
visual. Historically, artists’ work has informed the technologies of 
the digital age. The geometrically projected perspective of Leon 
Battista Alberti, for example, is a visual tool that can convert the 
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infinite distances in space into a painting, compressed in a finite 
and measurable surface. This development already hints at the shift 
from text to image and from image to space. Using a different tech
nique, this is also the logic of the map and the interface. The inter
face as a map is a special form of operation based on information 
reduction of elements from the world into a synthetic diagrammatic 
image that has a specific navigational function. From the vanishing 
point in a painting to coordinates on a map to navigating through a 
 digital  interface, we shift from pictorial correspondences of space, 
to  spatial renderings of reality.

A friar in the Minim order, Niceron’s experiments in anamo
rphic images and lensbased composite images in ‘La  Perspective 
Curieuse’ (1638) are the precursor for augmented reality. In these, 
Niceron created a tube with a cut glass lens that creates a reverse 
 kaleidoscope effect. This tube was then put in front of a  drawing. 
One of these was a drawing of eight cardinals in a circle (with the 
centre of the drawing empty). When looking through the lens one 
would see an image emerging in the centre. This was composed from 
pieces of the eight cardinal faces that were aggregated by the re
versekaleidoscope lens—the chin of that one, the forehead of the oth
er, the cheek of this, and the eyes of that. The face created in the  centre 
was that of Jesus. What Niceron achieved is a lensbased compos
ite image that operates as augmented reality. Jesus appears through 
the device. This is Pokémon Go before electricity. The  historian 
 Susanna Berger mentions that the device was displayed in the library 
of the Minim convent in Paris, which Thomas Hobbes and Abraham 
Bosse frequented to visit Père Marin Mersenne, a key figure of in
tellectual life in Europe in the first half of the seventeenth century.12 

Caravaggio’s use of concave mirrors for his portraits of con
torted figures predates mechanical attempts at  corneal imaging 
systems taking place in recent years for tracking our eyemovement 
when watching the screen (in this way making pricing ads on dif
ferent parts of a webpage). Van Dyck’s Charles I in Three  Positions 
(1635–1636), turned into a marble bust in Rome in the hands of Gian 
Lorenzo Bernini (1636) by commission of Pope Urban VIII, is the 
model for 3D scans made into 3D prints. A depiction of Charles 
I in three postures (enface, from the side and turned in fortyfive 
 degrees) was sent to Rome in order to be rendered three dimension
al in marble. Before plastic polymers and laser scanning, the proto
cols for 3D scan to 3D print were developed by Pope Urban VIII 
as he was attempting to bring the United Kingdom back into the 
Catholic church. Velasquez’s famous Las Meninas (1656) has built 
in it a portrayal though a device—with the mirror framing and de
picting the scene and setting, this is machine vision. Goya’s Straw 
 Mannequin (1791) involves considerations that inform the uncanny 

12 Thomas Hobbes even  
mentions the device in a letter 
from 10 January, 1650: ‘I beleeve 
(Sir) you have seene a curious 
kind of perspective, where, he 
that lookes through a short 
hollow pipe, upon a picture 
conteyning diverse figures, sees 
none of those that are there 
paynted, but some one person 
made up of their partes, con
veighed to the eye by the artifi
ciall cutting of a glasse’. See 
Berger 2017 (note 6), 196.
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valley, wherein all figures are painted but some are supposed to de
pict human presence (the girls) and one conveys a nonhuman pres
ence exhibiting some humanlike features (the mannequin).

A more allegorical approach might include Carceri  d’invenzione 
(1745–1750), by Giovanni Battista Piranesi (1720–1778), his etchings 
of imaginary prisons that offer a visualisation of the  rhizomatic pan
opticon that is the realexisting Internet; Bosse’s iconic  cover piece 
for Thomas Hobbes’s Leviathan or The Matter, Forme and  Power of a 
Commonwealth Ecclesiasticall and Civil (1651), where the sovereign 
is constructed as a multitude that comes together to make a body 
 politic, is of immense importance for us as it visualises a process of 
becoming that is in operation to this day. While Hobbes was  thinking 
of state and sovereign, the underlying logic of his proposition is 
 applied in today’s corporate and control regimes.

The political and religious thinking that informs these artistic 
attempts is worth considering. For example, when we think of ar
tificial intelligence, we must understand it as a metaphor and a ma
chine. As a metaphor, its origins can be found in Thomas  Hobbes's 
notion of the artificial soul—a construct he devises to describe the 
sovereign of the state as an amalgamation of natural persons (the 
multitude that makes the gigantic figure in Bosse’s frontispiece).  
In the introduction to Leviathan, Hobbes opens thus: 

Nature (the art whereby God hath made and governs the 
world) is by the art of man, as in many other things, so in 
this also imitated, that it can make an artificial animal. 
For seeing life is but a motion of limbs, the beginning 
whereof is in some principal part within; why may we not 
say, that all automata (engines that move themselves by 
springs and wheels as doth a watch) have an artificial 
life? For what is the heart, but a spring; and the nerves, 
but so many strings', and the joints, but so many wheels, 
giving motion to the whole body, such as was intended by 
the artificer? Art goes yet further, imitating that  rational 
and most excellent work of nature, man. For by art is 
created that great Leviathan called a Commonwealth, or 
State (in Latin Civitas) , which is but an artificial man; 
though of greater stature and strength than the natural, 
for whose protection and defence it was intended; and in 
which, the sovereignty is an artificial soul, as giving life 
and motion to the whole body.13 

In chapter 16 Hobbes makes three categories of personhood:  
‘naturalpersons’ (adult men); ‘artificial persons’ (representatives of 
those who are not ‘natural persons’, and who are themselves natural 

13 Hobbes,  Leviathan or The 
Matter, Forme and Power 
of a Commonwealth Ecclesiasticall 
and Civil [1651], edited by  
Noel Malcolm (Oxford: Oxford 
University Press, 2012), 7.
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persons: lawyers, curators, guardians); and ‘persons by fiction’ (those 
who are represented by artificial persons). The Leviathan, the state, 
is a ‘person by fiction’ that comes to life through the ‘artificial per
son’ of a sovereign, who is at the same time an aggregation of natural 
persons.14 In the frontispiece by Bosse, as in the book itself, we are 
shown that the natural persons are the matter from which the artifi 
cial body of the Commonwealth is made, and the sovereign is the 
 artificial soul of the Commonwealth.15 For Hobbes, it is the sovereign, 
brought as a metaphor of the soul of the commonwealth, that unites 
the multitude of persons into an incorporated entity — the state.  
By attributing a soul to the structure, Hobbes is able to describe a pro  
cess. This is manifest in the frontispiece. Berger recognises a shift 
from a static structure to motion through language. Movement is 
done through representation; action becomes possible through the 
soul of the state—the sovereign. Matter (natural persons) must come 
into a certain form (person of fiction) to act (as artificial persons).16 
So the frontispiece should be seen as a composite image within which 
there is a composite creature. This mechanised conception of the 
artificial soul informs our contemporary formulation of artificial in
telligence as a political metaphor that dictates our political imagina
tion and behaviour as we shift from sovereignty to control and from 
state to corporation. For us, artificial intelligence therefore stands 
not only as a machine that controls us through pattern recognition, 
but even more so as a political metaphor for the corporate agglom
eration targeting us as separated beings.

Although the frontispiece portrays a walledoff citystate, with 
a countryside, fortress, and cathedral, there is no mention of the  
already highly developed global mercantile network of slaveryoper
ated plantations in the colonies on which the growing wealth of the 
king relied (Hobbes himself was a shareholder in the Virginia Com
pany, through his patron Lord Cavendish).17

An iconic image of artificial intelligence is the Chihuahua /
blueberry muffin mosaic experiment in which three dark dots on 
a round foxbrown background appear as either dog or a pastry. 
The algorithm then must determine which is which. When it does 
not recognise the image, it brings people to see this malfunction as 
 poetic abductive logic, much like in poetry where one thing stands 
for another. This accumulation of Chihuahuas and blueberry muf
fins corresponds to the Leviathan figure made up of tiny people. One 
stands for the artificial soul that presents itself to us as existing pri
or to any voluntary action on our part (the state) but nevertheless is 
totally reliant on us (the sovereign). The other stands for artificial 
intelligence wherein we accept artificial intelligence as an actual au
tomated thinking machine (the corporation), while in reality it needs 
our constant feedback as it feeds of our life (control). 

14 Hobbes 2012 (note 13), 
244–248.

15 Hobbes 2012 (note 13), 18.

16 Berger 2017 (note 6), 207.

17 See Katja Diefenbach, 
‘Possessive Individualism  
and TransAtlantic Slavery  
as Mirrored in Early Modern 
Philosophy’, in Hans D. Christ, 
Iris Dressler, Paul B. Preciado, 
Valentin Roma (eds), The Beast 
and the Sovereign  (Leipzig: 
Spector Books, 2018),  
166–176, 169.
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As we opened with the digital counterrevolution and late 
 fascism, it is appropriate to finish with historical fascism as counter 
revolution. Walter Benjamin writes in The Work of Art in the Age of 
Mechanical Reproduction: 

Fascism sees its salvation in giving these masses not 
their right, but instead a chance to express themselves.  
The masses have a right to change property relations; 
Fascism seeks to give them an expression while preserv
ing property.18

18 Benjamin 2007a, 241.
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SHARON KIVLAND

Epitaph

I think R. may had misheard or misunderstood me when we spoke 
about my contribution to his book. If so, it will not be the first of 
our mishearings or misunderstandings in the course of this book.  
I am sure I used the term ‘epilogue’, the speech at the end of a book or 
play that comments on what has occurred — the final word, as it were, 
added to what is already complete. There is no denouement implied, 
no conclusion, and my French dictionary informs me that it may be 
considered to be a farewell to the reader or audience (I like this, a 
friendly wave, one that might solicit applause). An epitaph, however, 
is a short text honouring one who has died. It usually appears on a 
commemorative plaque or a tombstone, although it may also have a 
figurative sense. Sometimes it is chosen by the person who is not yet 
dead, in preparation for the certainty of their death; at other times 
those who remain will select what they feel might represent the dead. 
For a moment I considered adding a note in red to my annotations 
to R.’s introduction, suggesting that he should change the word. Yet 
on further reflection it is true that he and I, we do speak both as 
and with the dead, so it has been retained. Moreover R., writing as 
a r e v e n a n t ,  descends into the cave and returns. I met R. first in 
2017 in Davos. From the windows of the Kirchner Museum I watched 
him blow hot air through a stencil into the snow. J. (also in this book) 
and I turned to each other in recognition — a return to the 1970s, we 
laughed fondly, and yes, another phantom emerged. Two years lat
er (I think) we met again in Davos, again at the Kirchner Museum, 
and while I did not join in the participants’ waltz around the gallery 
request by R., I did film it, and later introduced R. to Soul Train 
(he revealed an unexpected talent, even snake hips). A year later he 
stayed with me in France, finishing his doctorate under my strict  
editorial eye; one evening we crowded into his cinema car, parked up 
on our rural lane, to watch descents and risings, construction and 
destruction, revolving and rotating. He made espresso in a  Bialetti 
on a camping stove for us. He has always been the perfect host. It 
must be remembered that Bartleby the scrivener, another ghost 
among all those who speak or are spoken for herein, worked in the 
deadletter section of the post office, dealing with letters without a  
return address, misdirected letters, blindread letters, prankish  
letters; the letters of the dead.  I am the ghost of this book, its copy 
editor. My role has been a haunting of the text (all mistakes, then, are 
mine, scapegoat, sineater, sacrifice); my nowinvisible hand  inserted 
italics, single quotation marks; I restored the absent translators;  
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I added the Oxford comma; unlike poor old Bartleby, I did not reject 
the unpreferred, the errands, the copyediting. And now, yes, now, I 
add the f u l l  s t o p , with a friendly (ectoplasmic) wave: valete.
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GLOSSARY 

Animated camera
A camera that moves according to a 
distinct logic, programmed or script
ed in advance, recording anything 
regardless of the actions occurring 
around it. This logic can’t be escaped. 
The question is not if but how one re
lates to the logic of the camera’s in
different movements.  Aesthetic ally 
the moves employed can be  rotations, 
thus bringing in formal qualities such 
as the punctum, the pivot, or the 
axes, vectorial forces such as grav
ity or momentum, and conceptual
ly opening the potential for revolu
tion, repetition, and death.  Practi  
cally, how ever, this camera  generates 
a complicity among the subjects that 
confront it, eventually leading to 
 coalition and collaboration. Thus 
the animated camera is a tool for 
the urgent examinations of  colonial 
 conditions and of a decolonising ap
proach to them in documentary art 
practices.

Bedroom-qua-cinema 
The bedroom is the most intimate 
private space exposed in the public
ly used private Internet. In its cin
ematographic quality, through the 
moving image of video chats and 
posts, the bedroom becomes  ‘public’. 
Nowadays the bedroomquacinema 
might be identified as the architec
tural typology replacing the  ‘factory’ 
(and before that the studio of the 
great spirit) as the original place 
of revolution. The activities and 
body parts corresponding to these 
 archi tectural typologies reflect 
their most primordial functions: 
head,  s t u d i o , thinking, knowledge; 
hand,  f a c t o r y, production, work; 
genitals, b e d r o o m , reproduction, 
life. The technological possibility of 
visually (but also conceptually) pro
jecting political emancipation into 
the world from most private spaces 
makes the bedroomquacinema a 
place related to the masses, as was 
cinema at the beginning of the twen
tieth century; however, as opposed to 
the factory, cinema was unrelated to 
productive work. In the network of 
bedrooms, equipped with uncount
able masses, the gravity of this new 
cinematographic potential has revo
lutionary measure today.

Idiotic research
The concept of research as idiotic 
draws on Deleuze, who in turn draws 
on Dostoyevsky. For Deleuze ‘the 

philosopher takes the side of the idiot 
as though of the man  without presup
positions’ (2012b, 165).  Dostoyevsky’s 
main character in The Idiot, Prince 
Myshkin, is a young intelligent and 

‘ w h o l l y  virtuous man’ (2015, 684; 
in his note the translator  Ignat Avsey 
quotes from a  letter of  Dosoyevsky 
from 1868 without giving a precise 
reference). He is a sort of a Christ, 
whose absolute goodness makes him 
appear  peculiar.  Although some do 
refer to him as an idiot, everyone 
shows profound sympathy towards 
his naïve behaviour. According to 
 Dostoyevsky, ‘this  evocation of com
passion is the very essence of  hu mour’ 
(684). The  difficulty of imagining a 
person doing something absolute
ly disconnected from this person’s 
interests  justifies calling this per
son an idiot — but equips them with 
greatness as well. It enables the 
most    improbable endeavours just be
cause they must be undertaken. For 
this reason there can  never be an 
 answer.  Artistic research —as  idiotic 
 research — is a search for questions 
and the only original question accept
able is: what was the question? 

Non-construction
Destruction is essentially the same 
thing as construction, only with op
posed algebraic signs. This becomes 
 evident in architecture, where every 
building is dependant on both the 
destruction of existing spaces and 
the edification of new ones. In terms 
of spatial transformation, destruc
tion and construction are always 
complicit. This is why the slogans 

‘less is more’, ‘less is a bore’, or ‘more 
is more’ are useless rhetoric. Wheth
er one adds or takes away, one trans
forms the world, and if unconscious 
and uncritical falls prey to a con
structivist positivism. ‘A noncon
structive gesture’, however, is ‘one 
that […] destroys everything whose 
existence depends on edifying pre
tentions’ (Hollier 1992, 23). It is an 
anarchitectural exposition of archi
tecture, a point at which nothing 
has been constructed yet in terms 
of appropriation and will, perma
nently opening up new possibilities. 
The means to make art in order to 
exhaust oneself can be called ‘non 
construction’. Nonconstruction can 
be understood as the point zero 
of destruction, as a signature of ab
solute  destructivity, the destruc
tion of a  constructivist transforma
tion that is always at another’s ex
pense. Nonconstruction, however, 

generates space for architectural 
encounter and non exclusive com
munity. 

Rejuvenation
While for the youthful researcher 
passionate research is intrinsic or 
unavoidable, it poses a challenge 
for the senior researcher, for whom 
passionate engagement in research 
means subjecting oneself to rejuve
nation. The task is to not confuse 
the passion lurking behind every 
 economic  interest with the young 
passion of ‘unproductiveness’, lack 
of ‘nomination’, or lack of ‘commu
nication’. The difference is that for 
the young the  interest, or rather the 
desire, is  expressed by ‘the Other’. 
Rather than the forces of one’s own 
passionate interest,  directed out
wards and pushing the subject into 
the world, there are passionate forc
es pulling the  subject inward into 
the world. The latter is not an inter
est, for it is  opposed to the passion 
of economic interests and can even 
be self destructive. The Other is not 

‘a collectivity seeking to guarantee 
my  labour and to gain a return [an 
interest] on the loans it grants me’ 
(Barthes 1989, 70). The desiring Other 
is ‘a living collection of readers’ (70).

Spatio-discursive practice
Nowadays debates range from ques
tioning the place of art practice in 
a globalised neoliberal world and 
its mechanisms of control to the 
 relevance of research related to art 
practice, its academic programs, and 
economic valences of knowledge. 
Due to the general difficulty of locat
ing practices, and also due to the leg
acy of conceptual art in contempo
rary art, the character of such work 
is inherently discursive and spatial.  
It is discursive because it relates to  
the conceptual as the source of cog
nitive work, and it is spatial because 
firstly, the conceptual is an indicator 
of the dislocation of  contents, and 
 secondly, because  global capitalism 
is an indicator of the dislocation of 
values.  Conceptuality and dislocation 
define the  s p a t i o  d i s c u r s i v e 
state in which artrelated practition
ers find themselves today. While art 
 practices increasingly employ discur
sivity as a means of artistic expres
sion or a particular artrelated spati
ality is discussed with regard to such 
an art practitioner’s discourse, the 
discursivity of those current aesthet
ic  expressions not based on language 
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is often ignored. An important aim of 
my work is to show that the separa
tion of discourse and space is unten
able: discursive practice is  inherently 
spatial; spatial practice is  inherently 
discursive. Neither can claim that it 
has the hallmark of their discipline. 

Theory as touching
The ancient Greek theatre as the site 
where theory was staged enables an 
understanding of theory not as ob
jectified knowledge but as a mode 
of t o u c h i n g , as something per
ceived sensually or aesthetically in 
the moment of its making.  Agamben 
draws on this ancient Greek idea of 
theory when discussing Deleuze’s 
concept of ‘contemplation without 
knowledge’ (1999a, 239). I link it to 
 Benjamins use of the word absent
mindedness (Zerstreutheit). Theory, 
in this sense, is never an actualised 
work but the very moment of encoun
ter,  hapticity, and the potentials de
riving from it. This understanding of 
theory as a potent  iality is the basis 
for understanding architecture as a 
space for encounter, and encounter 
itself as architectural. The very spati
ality generated by encounter is at the 
root of architecture and architectur
al knowledge. An encounter between 
an actor and a camera produces an 
architectural spatiality. Spectators 
are drawn into such staging, becom
ing part of the sensual experience of 
a theory and its potential. 

Voiding
If ‘the refusal of the very idea of a will 
of one’s own’ (Agamben 2013, 140) can 
be seen as nonconstruction, then the 

‘renunciation of the law’ (142) can be 
seen as voiding, both placeholders 
for architectural poverty. When a 
projector in the cinema is according
ly moved to annul the movements 
in the film, this is a voiding. As op
posed to avoiding, a voiding has a 
transformative effect on the  voided. 
An anulment is also a moment of ec
stasy, of an  absolute being outside 
oneself. The process of voiding ide
ology starts in the process itself: any 
place where a stage is negotiated is 
already a stage that can be voided. 
Mathematically, voiding is expressed 
in terms of an inversion (a multipli
cation with 1/x). In reality,  however, 
such mathematical voiding is impos
sible and the discrepancies to the 
ideal perfection create moments of 
 comedy and  humour.

227226



BIBLIOGRAPHY

A

Abu Zayyad, Ziad, and Hillel 
Schenker (eds). 2015. Palestine-
Israel Journal of Politics, 
 Economics and Culture: Young 
Voices from Jerusalem, vol. 21, 
no. 2

Adorno, Theodor W. 1974. Noten 
zur Literatur, edited by Rolf 
Tiedemann (Frankfurt am Main: 
Suhrkamp)

— 2003 [1970]. Ästhetische Theorie, 
edited by Gretel Adorno and 
Rolf Tiedemann (Frankfurt am 
Main: Suhrkamp)

— 2015 [1970]. Aesthetic Theory, 
edited by Gretel Adorno and 
Rolf Tiedemann, translated by 
Robert HullotKentor (London: 
Bloomsbury Academic)

Adorno, Theodor W., Walter 
Benjamin, Ernst Bloch, Bertolt 
Brecht, and Georg Lukács.  2007. 
Aesthetics and Politics (London: 
Verso)

Agamben, Giorgo. 1993 [1990]. The 
Coming Community, translated 
by Michael Hardt (Minneapolis, 
Minn.: University of Minnesota 
Press)

— 1999a. Potentialities: Collected 
Essays in Philosophy, translated 
by Daniel HellerRoazen 
(Stanford, Calif.: Stanford 
University Press)

— 1999b [1994]. The Man Without 
Content, translated by Georgia 
Albert (Stanford, Calif.: 
Stanford University Press)

— 2000 [1996]. Means Without End: 
Notes on Politics, translated by 
Cesare Casarino and Vincenzo 
Binetti (Minneapolis, Minn.: 
University of Minnesota Press)

— 2001. La comunitá che viene 
(Torino: Bollati Boringhieri)

— 2004 [2002]. The Open: Man and 
Animal, translated by Kevin 
Attall (Stanford, Calif.: Stanford 
University Press)

 
— 2006 [1982] Language and 

Death: The Place of Negativity, 

translated by Karen E. Pinkus and 
Michael Hardt (Minneapolis, 
Minn.: University of Minnesota 
Press)

— 2009 [2008]. The Signature of All 
Things: On Method, translated by 
Luca di Santo and Kevin Attall 
(Cambridge, Mass.: Zone Books)

— 2011 [2009]. Nudities, translated 
by David Kishik and Stefan 
Pedatella (Stanford, Calif.: 
Stanford University Press)

— 2013 [2011]. The Highest Poverty: 
Monastic Rules and Form-of-
Life, translated by Adam Kotsko 
(Stanford, Calif.: Stanford 
University Press)

— 2016 [2014]. The Use of Bodies, 
translated by Adam Kotsko 
(Stanford, Calif.: Stanford 
University Press)

Althusser, Louis. 2006 [1993, 1994]. 
Philosophy of the Encounter: 
Later Writings, 1978–87, edited 
by François Matheron and 
Oliver Corpet, translated by  
G. M. Goshgarian (London: 
Verso)

Andersen, Michael Asgaard, 
and Henric Oxvig (eds). 2009. 
Paradoxes of Appearing: Essays 
on Art, Architecture and 
Philosophy (Baden: Prestel)

Appadurai, Arjun. 2016. Banking on 
Words: The Failure of Language 
in the Age of Derivative Finance 
(Chicago, Ill.: University of 
Chicago Press)

Aranda, Julieta, Anton Vidokle, 
and Brian Kuan Wood (eds). 
2010. What Is Contemporary Art 
(Berlin: Sternberg Press /  
eflux journal)

— (eds). 2011. Are You Working Too 
Much?: Post-Fordism, Precarity, 
and the Labor of Art (Berlin: 
Sternberg Press / eflux journal)

— (eds). 2009. e-flux journal Reader 
2009 (Berlin: Sternberg Press / 
eflux journal)

Arendt, Hannah. 1998 [1958]. The 
Human Condition (Chicago,  
Ill.: University of Chicago Press)

Association of Hornsey College  
of Art. 1969. The Hornsey  

Affair, Students and Staff of 
Hornsey College of Art (London:  
Penguin Books)

Auden, W. H. 2005 [1939]. ‘In 
Memory of W. B. Yeats’, in  
Poems, selected by John Fuller 
(London: Faber), 33–35

Augé, Marc. 2008 [1992]. Non-
Places, translated by John Howe 
(London: Verso)

Aureli, Pier Vittorio. 2014. ‘In 
Hilberseimer’s Footsteps’, 
in Metropolisarchitecture 
and Selected Essays. Ludwig 
Hilberseimer, edited by Richard 
Anderson, translated by  
Richard Anderson and Julie 
Dawson (New York, N.Y.: 
Columbia University Press), 
333–364

— 2011. The Possibility of an Absolute 
Architecture (Cambridge, Mass.: 
The MIT Press)

Avanessian, Armen, and Luke 
Skrebowski (eds). 2011. Aesthetics 
and Contemporary Art (Berlin: 
Sternberg Press)

Avermaete, Tom, Job Floris, Anne 
Holtrop, Hans Teerdsen, Krijn 
de Kooning, and Bas Princen 
(eds). 2011. OASE no. 84, 
Models/Maquettes (Rotterdam: 
Distributed Art Pub) 

Awan, Nishat, Tatjana Schneider, 
and Jeremy Till (eds). 2011. 
Spatial Agency: Other Ways  
of Doing Architecture (London: 
Taylor & Francis) 

Azéma, Marc. 2010. L’art des 
cavernes en action, tome 2  
(Paris: Errance)

B

Bachelard, Gaston. 1994 [1957]. 
The Poetics of Space, translated 
by Maria Jolas (Boston, Mass.: 
Beacon Press)

— 2012 [1940]. La philosophie du 
non. Essai d’une philosophie du 
nouvel esprit scientifique (Paris: 
Presses universitaires de France)

Badura, Jens, Selma Dubach,  
Anke Haarmann, Anton Rey, 
Dieter Mersch, and Christoph 
Schenker (eds). 2015. 

229228



Künstlerische Forschung. Ein 
Handbuch (Zurich: Diaphanes)

BAKUB Basis Kunst und Bau (eds). 
2017. Bern BAKUB Stadtplan—
Basis Kunst und Bau—
Gegenwärtige Praktiken der 
Stadt Bern. Kunst und Bau 5 (St. 
Gallen: Vexer)

Bal, Mieke. 1993. ‘First Person, 
Second Person, Same Person: 
Narrative as Epistemology’ in  
New Literary History 24 (2): 
293–320

Balkema, Annete. W., and Henk 
Slager (eds). 2004. Artistic 
Research (Amsterdam: Rodopi)

Banham, Reyner. 1966 [1966]. The 
New Brutalism: ethic or aesthetic? 
(London: Architectural Press)

Barthes, Roland. 1984. ‘Jeunes 
Chercheurs’, in Le bruissement  
de la langue (Paris: Éditions  
du Seuil), 103–110

— 1989 [1984]. The Rustle of 
Language, translated by Richard 
Howard (Berkeley, Calif.: 
University of California Press)

— 1995. A Barthes Reader, edited  
by Susan Sontag (New York, 
N.Y.: Farrar, Straus and Giroux)

— 2006 [1984]. ‘Junge Forscher’, 
in Das Rauschen der Sprache: 
Kritische Essays IV, translated  
by Dieter Hornig (Frankfurt  
am Main: Suhrkamp), 92–99

Bataille, Georges. 1930. Documents 
(Paris: Éditions JeanMichel 
Place)

— 1971. [1929] ‘Architecture’, in 
Oeuvres Complètes, I, edited by 
Denis Hollier (Paris: Gallimard),  
171–172  

— 1974 [1944]. ‘La maison brûlée’, 
in Oeuvres Complètes, IV, edited 
by Thadée Klossovsky (Paris: 
Gallimard), 115–149

— 1980 [1955]. Prehistoric 
Painting: Lascaux or the Birth 
of Art, translated by Austryn 
Wainhouse (Geneva: Skira)

— 1987 [1928]. Story of the Eye, 
translated by Joachim 
Neugroschel (San Francisco, 
Calif.: City Lights)

— 1988 [1943]. Inner Experience, 
translated by Stuart Kendall 
(Albany, N.Y.: SUNY Press)

— 2001 [1973–88]. The Unfinished 
System of Nonknowledge, 
translated by Michelle 
Kendall and Stuart Kendall 
(Minneapolis, Minn.: University 
of Minnesota Press)

— 2009. [2005] The Cradle of 
Humanity: Prehistoric Art 
and Culture, edited by Stuart 
Kendall, translated by Michelle 
Kendall and Stuart Kendall  
(New York, N.Y.: Zone Books) 

— 2013–17 [1949]. The Accursed 
Share: An Essay on General 
Economy, translated by Robert 
Hurley (New York, N.Y.: Zone 
Books)

Baudrillard, Jean. 2002 [1990].  
‘The Ecstasy of Communication’, 
in The Anti-Aesthetic: Essays 
on Postmodern Culture, edited 
by Hal Foster, translated by 
Bernard Schütze and Caroline 
Schütze (New York, N.Y.: New 
Press), 145–154 

— 2005. The Conspiracy of Art: 
Manifestos, Interviews, Essays 
(New York, N.Y.: Semiotext(e))

— 2007 [1997]. Forget Foucault, 
translated by Phil Beitchman, 
Lee Hildreth, and Mark Polizotti 
(New York, N.Y.: Semiotext(e))

— 2016 [2007]. Why Hasn’t Everything 
Already Disappeared?, translated 
by Chris Turner (London: 
Seagull Books)

Baudrillard, Jean, and Jean Nouvel. 
2002. The Singular Objects of 
Architecture, translated by 
Robert Bononno (Minneapolis, 
Minn.: University of Minnesota 
Press)

Benjamin, Andrew E., and Peter 
Osborne (eds). 1994. Walter 
Benjamin’s Philosophy: 
Destruction and Experience 
(London: Routledge)

Benjamin, Walter. 1975 [1937]. 
‘Eduard Fuchs: Collector 
and Historian’, translated by 
K. Tarnowski. New German 
Critique, no. 5: 27–58

— 1977 [1931]. ‘Der Destruktive 
Charakter’, in Gesammelte 
Schriften, IV.1, edited by Rolf 
Tiedemann (Frankfurt am Main: 
Suhrkamp), 396–398

— 1991. Gesammelte Schriften: I.1 – 
VII.2, edited by Rolf Tiedemann 
and Hermann Schweppenhäuser 
(Frankfurt am Main: Suhrkamp)

— 1994. The Correspondence of 
Walter Benjamin, 1910-1940, 
edited by Gershom Scholem and 
Theodor. W. Adorno (Chicago, 
Ill.: University of Chicago Press)

— 1999 [1933]. ‘Experience and 
Poverty’, in: Selected Writings. 
vol. 2, 1927–1934 (Cambridge, 
Mass.: The Belknap Press of 
Harvard University Press), 731–
736

— 2002. The Arcades Project, edited 
by Rolf Tiedemann, translated 
by Howard Eiland and Kevin 
McLaughlin (Cambridge, Mass.: 
The Belknap Press of Harvard 
University Press)

— 2007a. Illuminations, translated 
by Harry Zohn (New York, N.Y.: 
Schocken Books)

— 2007b. Reflections: Essays, 
Aphorisms, Autobiographical 
Writing, translated by Peter 
Demetz (New York, N.Y.: 
Schocken Books)

— 2007c [1931]. ‘The Destructive 
Character’, in Reflections: Essays, 
Aphorisms, Autobiographical 
Writing, translated by Peter 
Demetz (New York, N.Y.: 
Schocken Books), 301–303

Bennett, Jane. 2009. Vibrant Matter: 
A Political Ecology of Things 
(Durham, N.C.: Duke University 
Press)

Bergson, Henri. 2008 [1939].  
Denken und Schöpferisches 
Werden: Aufsätze und Vorträge, 
translated by Friedrich Kottje 
(Hamburg: Europäische 
Verlagsanstalt)

Berressem, Hanjo, Michael Bucher, 
and Uwe Schwagmeier (eds). 
2012. Between Science and 
Fiction: The Hollow Earth As 
Concept and Conceit (Berlin:  
Lit Verlag)

229228



Betsky, Aaron. 1994. ‘The Pedagogy 
of Experimental Architecture’, in 
LAX: The Los Angeles Experiment, 
edited by Mick McConnell (New 
York, N.Y.: SITES/Lumen Books)

Beyer, Vera, and Christain Spies. 
2012. Ornament: Motiv- Modus- 
Bild (Munich: Wilhelm Fink)

Bhabha, Homi K. 2004. The 
Location of Culture (London: 
Taylor & Francis)

Biggs, Michael, and Henrik 
Karlsson (eds). 2010. The 
Routledge Companion to Research 
in the Arts (London: Routledge)

Birnbaum, Daniel, Isabelle Graw, 
and Institut für Kunstkritik 
(eds). 2008. Under Pressure: 
Pictures, Subjects, and the New 
Spirit of Capitalism (Berlin: 
Sternberg Press)

Blanchot, Maurice. 1988 [1983]. 
The Unavowable Community, 
translated by Pierre Joris (New 
York, N.Y.: Station Hill Press)

— 1995 [1949]. The Work of Fire, 
translated by Charlotte Mandell 
(Stanford, Calif.: Stanford 
University Press)

— 1997 [1971]. Friendship, 
translated by Elizabeth 
Rottenberg (Stanford, Calif.: 
Stanford University Press)

Bloomer, Jennifer. 1995. 
Architecture and the Text: The  
(S)Crypts of Joyce and Piranesi 
(New Haven, Conn.: Yale 
University Press)

Blunt, Anthony. 1979. Borromini 
(Cambridge, Mass.: Belknap 
Press of Harvard University 
Press)

Boltanski, Luc, and Eve Chiapello. 
2007 [1999]. The New Spirit  
of Capitalism, translated by 
Gregory Elliot (London: Verso)

Bourdieu, Pierre. 2012 [1977]. 
Outline of a Theory of Practice, 
translated by Richard Nice 
(Cambridge: Cambridge 
University Press)

Bourriaud, Nicholas. 2002. Relational 
Aesthetics, translated by Simon 
Pleasance and Fronza Woods 
(Dijon: Les presses du réel)

Brecht, Bertolt. 2015. Brecht on Art 
and Politics, translated by Laura 
Bradley, Steve Giles, and Tom 
Kuhn (London: Bloomsbury 
Publishing) 

Bruno, Giuliana. 2007. Public 
Intimacy: Architecture and the 
Visual Arts (Cambridge, Mass.: 
The MIT Press)

Bryant, Levi, Nick Srnicek, and 
Graham Harman (eds). 2011. The 
Speculative Turn: Continental 
Materialism and Realism 
(Melbourne: re.Press)

Bull, Synne, and Marit Paasche 
(eds). 2011. Urban Images: Unruly 
Desires in Film and Architecture 
(Berlin: Sternberg Press)

Bürger, Peter. 1984. Theory of the 
Avant-Garde (Manchester: 
Manchester University Press)

Burrows, David. 2011. ‘An Art 
Scene as Big as the Ritz: The 
Logic of Scenes’, in Deleuze 
and Contemporary Art, edited 
by Stephen Zepke and Simon 
O’Sullivan (Edinburgh: 
Edinburgh University Press),  
157–175

Burton, Richard. 2001 [1621]. The 
Anatomy of Melancholy, edited by 
Holbrook Jackson and William 
H. Gass (New York, N.Y.: New 
York Review of Books)

Butler, Judith. 2005. Giving an 
Account of Oneself (New York: 
Fordham University Press)

C

Cacciari, Massimo. 1993. 
Architecture and Nihilism: 
On the Philosophy of Modern 
Architecture, translated by 
Stephen Sartarelli (New Haven, 
Conn.: Yale University Press)

Cage, John. 2011 [1961]. Silence: 
Lectures and Writings 
(Middletown, Conn: Wesleyan 
University Press)

Cairns, Graham. 2013. The 
Architecture of the Screen: 
Essays in Cinematographic Space 
(Bristol: Intellect Books)

Cairns, Stephen, and Jane  
M. Jacobs. 2014. Buildings 

Must Die: A Perverse View of 
Architecture (Cambridge, Mass.: 
The MIT Press)

Calvino, Italo. 2012 [1972]. Invisible 
Cities, translated by William 
Weaver (New York, N.Y: 
Houghton Mifflin Harcourt)

— 2016 [1988]. Six Memos for the 
Next Millennium, translated by 
Patrick Creagh (Boston, Mass.: 
Houghton Mifflin Harcourt)

Camus, Albert. 2005 [1942]. The 
Myth of Sisyphus, translated 
by Justin O’Brien (London: 
Penguin)

Certeau, Michel de. 2011 [1980]. 
The Practice of Everyday Life, 
translated by Steven Rendall 
(Berkeley, Calif.: University of 
California Press)

Chaplin, Sarah, and Alexandra 
Stara (eds). 2009. Curating 
Architecture and the City 
(London: Taylor & Francis)

Chomsky, Noam, and Ilan Pappé. 
2015. On Palestine (London: 
Penguin Books) 

ChristovBakargiev, Carolyn, and 
D. A. R. T. P. U. B. INC (eds). 
2012. Documenta 13: Catalog 
III/3, the Logbook (Ostfildern: 
Hatje Cantz)

ChristovBakargiev, Carolyn,  
D. A. R. T. P. U. B. INC, 
Guillermo Faivovich, and 
Nicholás Goldberg (eds). 2012. 
Documenta 13: Catalog II/3, the 
Guidebook (Ostfildern: Hatje 
Cantz)

ChristovBakargiev, Carolyn., 
D. A. R. T. P. U. B. INC, Chus 
Martinez, and Franco Berardi 
(eds). 2012. Documenta 13: 
Catalog I/3, the Book of Books 
(Ostfildern: Hatje Cantz)

Clarke, Helen, and Sharon Kivland 
(eds). 2007. The Lost Diagrams of 
Walter Benjamin (London: MA 
BIBLIOTHÈQUE)

Claire Fontaine. 2016. ‘Our 
Common Critical Condition’,  
in e-flux journal no. 73.  
http://worker01.eflux.com/ 
pdf/article_9007276.pdf 

231230

http://worker01.e-flux.com/pdf/article_9007276.pdf
http://worker01.e-flux.com/pdf/article_9007276.pdf


Cole, Michael (ed.). 2005. Inventions 
of the Studio, Renaissance to 
Romanticism (Chapel Hill, N.C.: 
University of North Carolina Press)

Coles, Alex. 2012 (ed.). The 
Transdisciplinary Studio (Berlin: 
Sternberg Press)

Colonna, Francesco. 1999 [1499]. 
Hypnerotomachia Poliphili, edited 
by Marco Ariani and Mino 
Gabriele (Milano: Adelphi)

— 2003 [1499]. Hypnerotomachia 
Poliphili: The Strife of Love in a 
Dream, translated by Joscelyn 
Godwin (London: Thames & 
Hudson)

Cook, Peter. 1970. Experimental 
Architecture (New York, N.Y.: 
Universe Books)

Coole, Diana, and Samantha Frost 
(eds). 2010. New Materialisms: 
Ontology, Agency, and Politics 
(Durham, N.C.: Duke University 
Press)

Croset, PierreAlain (ed.). 1999. 
Pour une école de Tendance: 
Mélanges offerts à Luigi 
Snozzi (Lausanne: Presses 
polytechniques et universitaires 
romandes)

Crysler, C. Greig, Stephen Cairns, 
and Hilde Heynen (eds). 2012. The 
SAGE Handbook of Architectural 
Theory (Los Angeles, Calif.: 
SAGE Publications)

Cupers, Kenny, and Isabelle Doucet 
(eds). 2009. Footprint 4: Agency 
in Architecture: Reframing 
Criticality in Theory and Practice 
(Delft: Stitching Footprint)

D

Dardot, Pierre, and Christian 
Laval. 2013. The New Way of  
the World: On Neoliberal Society, 
translated by Gregory Elliott 
(London: Verso Books)

Davidts, Wouter, Julia Gelshorn, Kim 
Paice, and MaryJo Marks (eds). 
2009. The Fall of the Studio: Artists 
at Work (Amsterdam: Valiz)

Debord, Guy. 2010 [1967]. Society of 
the Spectacle, translated by Fredy 
Perlman and friends (Detroit, 
Mich.: Black & Red)

Deleuze, Gilles. 1992 [1990]. 
‘Postscript on the Societies 
of Control’, October, vol. 59 
(Winter), 3–7

— 1995 [1990]. ‘Postscript on 
Control Societies’, in Negotiations, 
1972–1990, translated by Martin 
Joughin (New York: Columbia 
University Press), 178–179

— 1997 [1993]. Critical and 
Clinical, translated by Daniel 
W. Smith and Michael A. Greco 
(Minneapolis, Minn.: University 
of Minnesota Press)

— 2005 [1981]. Francis Bacon, 
translated by Daniel W. Smith 
(London: Continuum)

— 2012a [1983]. Cinema 1: The 
Movement-Image, translated 
by Hugh Tomlinson (London: 
Continuum)

— 2012b [1968]. Difference and 
Repetition, translated by Paul 
Patton (London: Continuum)

— 2012c [1968]. Foucault, translated 
by Seán Hand (Minneapolis, 
Minn.: University of Minnesota 
Press)

— 2012d [1995]. Pure Immanence: 
Essays on A Life, translated by 
Anne Boyman (New York, N.Y.: 
Zone Books)

— 2013 [1985]. Cinema 2: The  
Time-Image, translated by Hugh 
Tomlinson and Robert Galeta 
(Minneapolis, Minn.: University 
of Minnesota Press)

Deleuze, Gilles, and Félix Guattari. 
1994 [1991]. What is Philosophy?, 
translated by Hugh Tomlinson 
and Graham Burchell (New York, 
N.Y.: Columbia University Press)

— 2012 [1975]. Kafka: Toward a 
Minor Literature, translated 
by Dana Polen (Minneapolis, 
Minn.: University of Minnesota 
Press)

— 2013 [1980]. A Thousand Plateaus. 
Capitalism and Schizophrenia, 
translated by Brian Massumi 
(London: Bloomsbury Academic)

Demand, Thomas, Alexander Kluge, 
and Anna Viebrock. 2017.  
The Boat is Leaking. The Captain 

Lied, edited by Udo Kittelmann 
(Venice: Fondazione Prada)

Derrida, Jaques. 1997 [1967]. Of 
Grammatology, translated  
by Gayatri Chakravorty Spivak 
(Baltimore, Md.: Johns Hopkins 
University Press)

— 2005 [2000]. On Touching—
Jean-Luc Nancy, translated by 
Christine Irizarry (Stanford, 
Calif.: Stanford University 
Press)

— 2010 [2002]. Acts of Religion, 
translated by Gil Anidjar 
(London: Routledge)

Dewey, John. 2005 [1932]. Art as 
Experience (New York, N.Y: 
Perigee Books)

Diserens, Corinne (ed.). 2003.  
Gordon Matta-Clark (London: 
Phaidon)

Dombois, Florian, Uta Meta Bauer, 
Claudia Mareis, and Michael 
Schwab (eds). 2012. Intellectual 
Birdhouse: Artistic Practice as 
Research (London: Koenig Books)

Dostoyevsky, Fyodor. 1993 [1864]. 
Notes from Underground, 
translated by Richard Pevear and 
Larisaa Volokhonsky (New York, 
N.Y.: Alfred A. Knopf)

— 2015 [1869]. The Idiot, translated 
by Ignat Avsey (London: Alma 
Classics)

Dürfeld, Michael. 2008. Das  
Ornamentale und die architekto-
nische Form: Systemtheoretische 
Irritationen (Bielefeld: transcript)

E

Easterling, Keller. 2005. Enduring 
Innocence: Global Architecture 
and its Political Masquerades 
(Cambridge, Mass.: The MIT 
Press)

— 2014. Extrastatecraft: The Power 
of Infrastructure Space (London: 
Verso)

Eco, Umberto. 1989 [1962]. The Open 
Work, translated by Anna 
Cancogni (Cambridge, Mass.: 
Harvard University Press)

231230



Elkins, James. 2009. Artists with 
PhDs: On the New Doctoral Degree 
in Studio Art (Washington, D.C.: 
New Academia Publishing, LLC)

F

Feher, Michel. 2000. Powerless by 
Design: The Age of the International 
Community (Durham, N.C.: Duke 
University Press)

Fenves, Peter. 2011. The Messianic 
Reduction: Walter Benjamin  
and the Shape of Time (Stanford, 
Calif.: Stanford University Press)

Finter, Helga. 2004. ‘Georges 
Batailles unsichtbarer Film: 
Das Szenario La maison brûlée’, 
in Französische Theaterfilme 
– zwischen Surrealismus und 
Existentialismus, edited by 
Michael Lommel, Isabel Maurer 
Queipo, Nanette RißlerPipka, 
and Volker Roloff (Bielefeld: 
transcript), 85–107

Fisher, Mark. 2009. Capitalist 
Realism: Is There No Alternative? 
(Winchester: Zer0 Books)

Flusser, Vilem. 1997. Gesten: 
Versuch einer Phänomenologie 
(Frankfurt am Main: Fischer 
Taschenbuch)

Forensic Architecture (Project), 
Anselm Franke, Eyal Weizman, 
and Haus der Kulturen der 
Welt (eds). 2014. Forensis: The 
Architecture of Public Truth 
(Berlin: Sternberg Press)

Forty, Adrian. 2004. Words and 
Buildings: A Vocabulary of 
Modern Architecture (London: 
Thames & Hudson)

Foster, Hal (ed.). 2002. The Anti-
Aesthetic: Essays on Postmodern 
Culture (New York. N.Y.: New 
Press)

— 2011. The Art-Architecture 
Complex (London: Verso Books)

Foucault, Michel. 1983. The Culture 
of the Self, First Lecture (UC 
Berkeley). www.youtube.com/
watch?v=CaXb8c6jw0k 

— 1984. ‘Of Other Spaces, Utopias 
and Heterotopias’, translated 
by Jay Miskowiec. Architecture, 
Mouvement, Continuité 

(October). www.web.mit.edu/
allanmc/www/foucault1.pdf

— 1988a. Technologies of the Self:  
A Seminar with Michel Foucault, 
edited by Luther H. Martin, 
Huck Gutman, and Patrick H. 
Hutton (London: Tavistock)

— 1988b [1976]. The History of 
Sexuality, vol. 3: The Care of the 
Self, translated by Robert Hurley 
(New York, N.Y.: Vintage Books)

— 1997 [1984]. ‘The Ethics of the 
Concern for Self as a Practice of 
Freedom’, in Ethics: Subjectivity 
and Truth. The Essential Works 
of Michel Foucault 1954–1984, 
edited by Paul Rabinow (New 
York, N.Y.: The New Press)

— 1998 [1985]. ‘Life: Experience 
and Science’, in Aesthetics, 
Method and Epistemology (New 
York, N.Y.: The New Press)

— 2006 [1966]. ‘Utopian Body’, in 
Sensorium: Embodied Experience, 
Technology and Contemporary 
Art, edited by Caroline A. Jones 
(Cambridge, Mass.: The MIT 
Press)

— 2009 [1966]. Le corps utopique 
suivi de Les hétérotopies (Fécamp: 
Lignes)

— 2010 [1969]. The Archaeology of 
Knowledge, translated by  
A. M. SheridanSmith (New 
York: Vintage Books)

Fretton, Tony, Mark Cousins, 
and Kenneth Frampton, 1998. 
Architecture, Experience and 
Thought: Projects by Tony 
Fretton Architects (London: 
Architectural Association)

Freud, Sigmund. 2015 [1899]. 
The Interpretation of Dreams, 
translated by A. A. Brill (New 
York, N.Y.: Dover Publications)

G

Gadamer, HansGeorg. 1948.  
Über die Ursprünglichkeit der 
Philosophie: 2 Vorträge (Zurich: 
ChronosVerlag)

Gamboni, Dario. 1997. The 
Destruction of Art: Iconoclasm 
and Vandalism Since the French 

Revolution (New Haven, Conn.: 
Yale University Press)

Gangl, Manfred, and Gérard Raulet 
(eds). 2007. Intellektuellen diskurse 
in der Weimarer Republik: Zur  
politischen Kultur einer Gemenge-
lage (Frankfurt am Main: Lang)

Gargiani, Roberto, and Anna 
Rossellini. 2014. Le Corbusier. 
Béton Brut und der unbeschreibliche 
Raum (1940–1965): Oberflächen-
materialien und die Psycho-
physiologie des Sehens (Munich: 
DETAIL Special)

Garnett, Robert, and Andrew Hunt 
(eds). 2008. Gest: Laboratory of 
Synthesis. no. 1 (London: Book 
Works, in collaboration with 
Kingston University)

Gillick, Liam. 2009a. ‘Maybe it 
would be better if we worked in 
groups of three? Part 1 of 2:  
The Discursive’. e-flux journal 
no. 2. http://worker01.eflux.
com/pdf/article_888835.pdf 

— 2009b. ‘Maybe it would be better 
if we worked in groups of three? 
Part 2 of 2: The Experimental 
Factory’. e-flux journal no. 3. 
http://worker01.eflux.com/pdf/
article_41.pdf

— 2011. ‘The Good of Work’, in Are 
You Working Too Much? Post-
Fordism, Precarity, and the Labor 
of Art, edited by Julieta Aranda, 
Brian Kuan Wood, and Anton 
Vidokle (Berlin: Sternberg Press/
eflux journal), 60–73

Glaser, Katia. 2002. Die Funktion 
des Ornamentalen: Kommunika-
tionstheoretische Überlegungen 
zum Ornament als Zeitform 
(Schliengen: Ulrich Schmitt)

Golding, Johnny. 2011. ‘Fractal 
Philosophy (And the Small Matter 
of Learning How to Listen): 
Attunement as the Task of Art’, 
in Deleuze and Contemporary Art, 
edited by Stephen Zepke and 
Simon O’Sullivan (Edinburgh: 
Edinburgh University Press), 
133–154

Grabar, Oleg. 1992. The Mediation 
of Ornament (Princeton, N.J.: 
Princeton University Press)

Gregotti, Vittorio. 1996. Inside 
Architecture (Chicago, Ill.: 

233232

https://www.youtube.com/watch?v=CaXb8c6jw0k
https://www.youtube.com/watch?v=CaXb8c6jw0k
https://web.mit.edu/allanmc/www/foucault1.pdf
https://web.mit.edu/allanmc/www/foucault1.pdf
http://worker01.e-flux.com/pdf/article_888835.pdf
http://worker01.e-flux.com/pdf/article_888835.pdf


Graham Foundation for 
Advanced Studies in the Fine Arts)

Grosz, Elizabeth. 2001. Architecture 
from the Outside: Essays on Virtual 
and Real Space (Cambridge, 
Mass.: The MIT Press)

— 2008. Chaos, Territory, Art: 
Deleuze and the Framing of the 
Earth (New York, N.Y.: Columbia 
University Press)

Groys, Boris. 2010. Going Public 
(Berlin: Sternberg Press)

— 2012. ‘Under the Gaze of  
Theory’, in e-flux journal no. 35.  
www.eflux.com/journal/ 
35/68389/underthegazeof
theory/ 

H

Hardliz, Ronny. 2007. 
Synkoperotomachia Poliphili 
(Rome: Sovera Edizioni)

— 2012a. ‘Ein Gutes Buch’, in 
Gebäude als System, edited by 
Elena Wilhelm and Ulrike Sturm 
(Zurich: vdf Hochschulverlag 
AG), 2–32

— 2012b. ‘Színtiszta építészet?: 
befejezhetetlen beszámoló (Just 
 Architecture?: unfinishable 
report)’, in Post Scriptum (appendix 
of Hungarian Architecture), vol. 12, 
no. 69 

— 2013. ‘Undisciplined Boundary 
Explorations’, in Architecture 
and Culture. Journal of the 
Architectural Humanities 
Research Association, vol. 1 
(1/2), Discipline (edited by Igea 
Troiani and Diana Periton): 1–2

— 2014a. ‘Lob auf Sisyphos’, in 
SCHOLION, 8/2014, 144–154

— 2014b. ‘Scenarios “For Poetry 
Makes Nothing Happen”: 
Art and Architectonic Urban 
Experimentations’, in  
Consuming Architecture:  
On the Occupation, Appropriation 
and Interpretation of Buildings, 
edited by Daniel Maudlin and 
Marcel Velling (London: Taylor 
& Francis), 223–242

— 2017a. ‘Building Body:  
NonConstruction as Nonviolent 
Utopian Spatial Embodiment’, 

in Design & Creativity, edited by 
Teresa Stoppani, et al., Leeds 
Beckett University, unpublished 
conference papers

— 2017b. ‘Architecture and 
Indifference’, in The Dark 
Precursor: Selected Papers from 
the DARE 2015 Conference, 
edited by Paolo de Assisi and 
Paolo Giudici (Leuven: Leuven 
University Press), 446–455

Hardliz, Ronny, and Bernhard 
Huwiler. 2012. ‘Gedankensuppen 
und Buchstabengebäude’, in 
Gebäude als System, edited by 
Elena Wilhelm and Ulrike Sturm 
(Zurich: vdf Hochschulverlag 
AG), 68–76

Hardliz, Ronny, George Steinmann, 
and Yorick Ringeisen. 2012. 
‘Wahrnehmen und Hervorbringen’, 
in Gebäude als System, edited by 
Elena Wilhelm, and Ulrike Sturm 
(Zurich: vdf Hochschulverlag), 
77–87

Hardt, Michael, and Antonio Negri. 
2001. Empire (Cambridge, Mass.: 
Harvard University Press)

Harney, Stefano, and Fred Moten. 
2013. The Undercommons: 
Fugitive Planning & Black Study 
(Wivenhoe: Minor Compositions)

Hartoonian, Gevork. 1997. Ontology 
of Construction: On Nihilism 
of Technology and Theories of 
Modern Architecture (Cambridge: 
Cambridge University Press)

— (ed.). 2009. Walter Benjamin and 
Architecture (London: Taylor & 
Francis)

— 2012. Architecture and Spectacle: 
A Critique (Farnham: Ashgate)

— 2014. ‘Capitalism and the Politics 
of Autonomy’, in Architecture 
Against the Post-Political: Essays 
in Reclaiming the Critical Project 
(London: Taylor & Francis), 69–83

Harvey, David. 2013. Rebel Cities: 
From the Right to the City to the 
Urban Revolution (London: Verso)

Healy, Patrick. 2008. The Model  
and its Architecture (Rotterdam: 
010 Publishers)

Hegel, Georg W. F. 2010 [1835]. 
Aesthetics: Lectures on Fine 

Art, translated by T. M. Knox 
(Oxford: Clarendon Press)

Heidegger, Martin. 2001 [1971]. 
Poetry, Language, Thought, 
translated by Albert Hofstadter 
(New York: Harper Collins)

— 2006 [1927]. Sein und Zeit 
(Tübingen: Niemeyer)

— 2010 [1953]. Being and Time:  
A Translation of Sein und Zeit, 
translated by Joan Stambaugh 
(Albany, N.Y.: State University  
of New York Press)

Hilberseimer, Ludwig. 2016 [1925]. 
Metropolisarchitecture and 
Selected Essays, edited by 
Richard Anderson and Piero 
Vittorio Aureli (New York, N.Y.: 
GSAPP Books)

Hohenberger, Eva, and Katrin Mundt 
(eds). 2016. Ortsbestimmungen: 
Das Dokumentarische zwischen 
Kino und Kunst (Berlin: Vorwerk 8)

Holert, Tom. 2009. ‘Art in the 
KnowledgeBased Polis’. e-flux 
journal no. 3. http://worker01. 
eflux.com/pdf/article_40.pdf

Hollier, Denis. 1992 [1974]. Against 
Architecture: The Writings of 
Georges Bataille, translated by 
Betsy Wing (Cambridge, Mass.: 
The MIT Press)

— (ed.). 2012. Das College de 
Sociologie 1937–1939 (Frankfurt 
am Main: Suhrkamp)

Hörisch, Jochen. 1984. Die Theorie 
der Verausgabung und die Ver-
ausgabung der Theorie: Benjamin 
zwischen Bataille und Sohn-Rethel 
(Bremen: Wassmann)

Hubbard, Phil, and Rob Kitchin 
(eds). 2010. Key Thinkers on Space 
and Place (Los Angeles, Calif.: 
SAGE Publications)

Hughes, Rolf. 2009. ‘The Art of 
Displacement: Designing 
Experimental Systems and 
Traverse Epistemologies as 
Conceptual Criticism’, in 
Footprint 4: Agency in Architecture: 
Reframing Criticality in Theory 
and Practice, edited by Kenny 
Cupers and Isabelle Doucet (Delft: 
Stitching Footprint), 49–63

233232

https://www.e-flux.com/journal/35/68389/under-the-gaze-of-theory/
https://www.e-flux.com/journal/35/68389/under-the-gaze-of-theory/
https://www.e-flux.com/journal/35/68389/under-the-gaze-of-theory/
http://worker01.e-flux.com/pdf/article_40.pdf
http://worker01.e-flux.com/pdf/article_40.pdf


Hughes, Rolf, and Jenny Sundén. 
2011. Second Nature: Origins and 
Originality in Art, Science, and New 
Media (Stockholm: Axl Books)

J

Jameson, Fredric. 2007. Signatures 
of the Visible (London: Routledge)

Janson, Nathalie. 2011. ‘Lacaton & 
Vassal Architects: Sustainable 
Space Makers’, in Nantes School 
of Architecture, University 
Building in France (Zurich: 
Holcim Foundation for 
Sustainable Construction), 22–81

Joyce, James. 2000 [1916]. A Portrait 
of the Artist as a Young Man, 
edited by Seamus Deane 
(London: Penguin Books)

K

Kant, Immanuel. 1998 [1781]. 
Critique of Pure Reason, 
translated by Paul Guyer and 
Allen W. Wood (Cambridge: 
Cambridge University Press)

— 2009 [1784]. An Answer to the 
Question: ‘What is Enlightenment?’, 
translated by H.B. Nisbet 
(London: Penguin Books)

Kaprow, Alan. 2003. Essays on the 
Blurring of Art and Life, edited 
by Jeff Kelley (Berkeley, Calif.: 
University of California Press)

Karatani, Kojin. 1995. Architecture 
as Metaphor: Language, Number, 
Money, edited by Michael Speaks 
(Cambridge, Mass.: The MIT 
Press)

Kendall, Stuart. 2007. Georges Bataille 
(London: Reaktion Books)

Koolhaas, Rem. 1994. Delirious New 
York: A Retroactive Manifesto 
for Manhattan (New York, N.Y.: 
Monacelli Press)

— 2014. Preservation is Overtaking 
Us, edited by Jordan Carver (New 
York: GSAPP Books)

Kossak, Florian, Doina Petrescu, 
Tatjana Schneider, Renata 
Tyszczuk, and Stephen Walker 
(eds). 2010. Agency: Working with 
Uncertain Architectures (London: 
Routledge)

Kracauer, Siegfried. 1995 [1963]. 
The Mass Ornament: Weimar 
Essays, translated by Thomas 
Y. Levin (Cambridge, Mass.: 
Harvard University Press)

Kreider, Kristen. 2014. Poetics and 
Place: The Architecture of Sign, 
Subjects and Site (London: I. B. 
Tauris)

Kropotkin, Peter. 2006 [1902]. 
Mutual Aid: A Factor of 
Evolution (New York, N.Y.: 
Dover Publications)

Kuhn, Thomas S. 2012. The Structure 
of Scientific Revolutions: 50th 
Anniversary Edition (Chicago, 
Ill.: University of Chicago 
Press)

Kunst, Bojana. 2015. Artist at Work, 
Proximity of Art and Capitalism 
(Alresford: John Hunt) 

Kwon, Miwon. 1997. ‘One Place 
after Another: Notes on Site 
Specificity’, in October, vol. 80, 
85–110. www.cam.usf.edu/CAM/
exhibitions/2008_8_Torolab/
Readings/One_Place_After_
AnoterMKwon.pdf 

— 2000. ‘The Wrong Place’, in  
Art Journal, vol. 59, no. 1, 33–43. 
www.tandfonline.com/doi/
abs/10.1080/00043249. 
2000.10791980 

L

Laclau, Ernesto, and Chantal 
Mouffe. 2014 [1985]. Hegemony 
and Socialist Strategy: Towards 
a Radical Democratic Politics 
(London: Verso)

Lahiji, Nadir (ed.). 2011. The 
Political Unconscious of 
Architecture: Re-Opening 
Jameson’s Narrative (Farnham: 
Ashgate)

— (ed.). 2014. Architecture Against 
the Post-Political: Essays in 
Reclaiming the Critical Project 
(London: Taylor & Francis)

— (ed.). 2015. The Missed Encounter 
of Radical Philosophy with 
Architecture (London: 
Bloomsbury Academic)

— (ed.). 2016. Can Architecture be  
an Emancipatory Project?: 

Dialogues on Architecture and the 
Left (Alresford: John Hunt)

Laruelle, François. 2012.  
Photo-Fiction, A Non-Standard 
Aesthetics. Photo-Fiction, 
une esthétique non-standard, 
translated by Drew S. Burk 
(Minneapolis, Minn.: Univocal)

Latour, Bruno. 2012 [1991]. We Have 
Never Been Modern, translated 
by Catherine Porter (Cambridge, 
Mass.: Harvard University  
Press)

Latour, Bruno, and Vincent 
Antonin Lépinay. 2010a [2009]. 
The Science of Passionate Interests: 
An Introduction to Gabriel Tarde’s 
Economic Anthropology (Chicago, 
Ill.: Prickly Paradigm Press)

— 2010b [2009]. Die Ökonomie als 
Wissenschaft der leidenschaftlichen 
Interessen: Eine Einführung  
in die ökonomische Anthropologie 
Gabriel Tardes (Frankfurt am 
Main: Suhrkamp)

Laugier, MarcAntoine. 1977 
[1753]. An Essay on Architecture, 
translated by Wolfgang 
Hermann (Santa Monica,  
Calif.: Hennessey & Ingalls)

Lazzarato, Maurizio. 2012.  
The Making of the Indebted Man:  
An Essay on the Neoliberal 
Condition, translated by Joshua 
David Jordan (Amsterdam: 
Semiotext(e)/Smart Art)

— 2014. Signs and Machines: 
Capitalism and the Production of 
Subjectivity, translated by Joshua 
David Jordan (South Pasadena, 
Calif: Semiotext(e)/Smart Art)

Leach, Neil (ed.). 1997. Rethinking 
Architecture: A Reader in Cultural 
Theory (London: Routledge)

Lee, Pamela. M. 2000. Object to be 
Destroyed: The Work of Gordon 
Matta-Clark (Cambridge, Mass.: 
The MIT Press)

— 2012. Forgetting the Art World 
(Cambridge, Mass.: The MIT 
Press)

Lefebvre, Henri. 1991 [1974]. The 
Production of Space, translated 
by Donald NicholsonSmith 
(Oxford: Blackwell)

235234

http://www.cam.usf.edu/CAM/exhibitions/2008_8_Torolab/Readings/One_Place_After_AnoterMKwon.pdf
http://www.cam.usf.edu/CAM/exhibitions/2008_8_Torolab/Readings/One_Place_After_AnoterMKwon.pdf
http://www.cam.usf.edu/CAM/exhibitions/2008_8_Torolab/Readings/One_Place_After_AnoterMKwon.pdf
http://www.cam.usf.edu/CAM/exhibitions/2008_8_Torolab/Readings/One_Place_After_AnoterMKwon.pdf
https://www.tandfonline.com/doi/abs/10.1080/00043249.2000.10791980
https://www.tandfonline.com/doi/abs/10.1080/00043249.2000.10791980
https://www.tandfonline.com/doi/abs/10.1080/00043249.2000.10791980


— 2003 [1970]. The Urban Revolution, 
translated by Robert Bononno 
(Minneapolis, Minn.: University 
of Minnesota Press)

— with Catherine Régulier
Lefebvre. 2013 [1992]. 
Rhythmanalysis: Space, Time 
and Everyday Life, translated 
by Gerald Moore and Stuart 
Elden (London: Bloomsbury 
Publishing)

Liebenwein, W. 1977. Studiolo: Die 
Entstehung eines Raumtyps und 
seine Entwicklung bis um 1600 
(Berlin: Gebr. Mann)

Loos, Adolf. 1998 [1931]. Ornament 
and Crime: Selected Essays, 
translated by Shaun Whiteside 
(Riverside: Ariadne Press)

Lorblanchet, Michel, and Paul 
Bahn. 2017. The First Artists:  
In Search of the World’s Oldest Art 
(London: Thames & Hudson)

Lordon, Frédéric. 2014 [2010]. 
Willing Slaves of Capital: Spinoza 
and Marx on Desire, translated 
by Gabriel Ash (London:  
Verso Books)

Lyotard, JeanFrançois. 2009.  
Karel Appel : Un geste de 
couleur /A Gesture of Colour, 
edited by Herman Parret, 
translated by Vlad Ionescu and 
Peter W. Milne (Leuven: Leuven 
University Press)

— 2011 [1971]. Discourse, Figure, 
translated by Anthony Hudek and 
Mary Lydon (Minneapolis, Minn.: 
University of Minnesota Press)

— 2015 [1974]. Libidinal Economy, 
translated by Iain Hamilton 
Grant (London: Bloomsbury 
Academic)

M

Macleod, Katy, and Lin Holdridge. 
2009. Thinking Through Art: 
Reflections on Art as Research 
(London: Routledge)

Maharaj, Sarat. 2004. ‘Unfinishable 
Sketch of “An Unknown Object 
in 4D”: Scenes of Artistic 
Research’, in Artistic Research, 
edited by Annete W. Balkema 
and Henk Slager (Amsterdam: 
Rodopi), 39–58

— 2009. ‘KnowHow and NoHow: 
stopgap notes on “method” 
in visual art as knowledge 
production’. Art & Research, vol 2. 
no. 2. www.artandresearch.org.
uk/v2n2/maharaj.html 

Manning, Erin. 2007. Politics of Touch: 
Sense, Movement, Sovereignty 
(Minneapolis, Minn.: University 
of Minnesota Press)

Martin, Stewart. 2009. ‘Artistic 
Communism – A Sketch’, in  
Third Text, vol. 23, issue 4, July, 
481–94

— 2007. The Absolute Artwork Meets 
the Absolute Commodity.  
www.chtodelat.org/wpcontent/
uploads/2009/10/martin_
autonomy.pdf

Martinon, JeanPaul (ed.). 2015. The 
Curatorial: A Philosophy of 
Curating (London: Bloomsbury 
Academic)

Marx, Karl, and Friedrich Engels. 
2010 [1848]. Manifesto of the 
 Communist Party (Marxist 
Internet Archive).  
www.marxists.org/archive/
marx/works/download/pdf/
Manifesto.pdf

Massumi, Brian. 2002. Parables for 
the Virtual: Movement, Affect, 
Sensation (Durham, N.C.: Duke 
University Press)

— 2011. Semblance and Event: 
Activist Philosophy and the 
Occurrent Arts (Cambridge, 
Mass.: The MIT Press)

— 2015. Politics of Affect 
(Cambridge: Wiley)

Maudlin, Daniel, and Marcel 
Vellinga (eds). 2014. Consuming 
Architecture: On the Occupation, 
Appropriation and Interpretation 
of Buildings (London: Taylor & 
Francis)

Mauss, Marcel. 2016 [1925].  
The Gift: The Form and Reason 
for Exchange in Archaic Societies, 
translated by Jane I. Guyor 
(Chicago, Ill.: Hau Books)

McKim, Joel. 2015. ‘Radical 
Infrastructure? A New Realism 
and Materialism in Philosophy 
and Architecture’, in  
The Missed Encounter of Radical 

Philosophy with Architecture, 
edited by Nadir Lahiji (London: 
Bloomsbury), 133–49

Meillassoux, Quentin. 2008 [2006]. 
After Finitude: An Essay on 
the Necessity of Contingency, 
translated by Ray Brassier 
(London: Bloomsbury  
Academic)

Melrose, Susan. 2002. Inaugural 
Lecture: Entertaining Other 
Options… Restaging ‘Theory’ in 
the Age of Practice as Research 
(Middlesex University). www.
sfmelrose.org.uk/inaugural/ 

Melville, Hermann. 2011 [1853]. 
Bartleby the Scrivener (New 
York, N.Y.: Melville House)

Miessen, Markus, and Chantal 
Mouffe. 2012. The Space of 
Agonism, edited by Nicholas 
Hirsch and Markus Miessen 
(Berlin: Sternberg Press)

Mirowski, Phillip. 2014. Never Let a 
Serious Crisis Go to Waste: How 
Neoliberalism Survived the 
Financial Meltdown (London: 
Verso)

Morgenthaler, Daniel. 2014. ‘Ronny 
Hardliz/Jürg Orfei – Urbino
Olten Einfach’ in Kunst Bulletin 
3/2014. www.artlog.net/de/
kunstbulletin32014/ronny
hardlizjuergorfeiurbinoolten
einfach

Musil, Robert. 2010 [1943]. Der 
Mann ohne Eigenschaften, edited 
by Adolf Frisé (Reinbeck bei 
Hamburg: Rowohlt)

N

Nancy, JeanLuc. 1991 [1986]. 
The Inoperative Community, 
translated by Peter Connor,  
Lisa Garbus, Michael Holland, 
and Simona Sawhney 
(Minneapolis, Minn.: University 
of Minnesota Press)

— 2008 [2003]. Noli Me Tangere: 
On the Raising of the Body, 
translated by Sarah Clift, 
PascaleAnne Brault, and 
Michael Naas (New York, N.Y.: 
Fordham University Press)

235234

https://www.artandresearch.org.uk/v2n2/maharaj.html
https://www.artandresearch.org.uk/v2n2/maharaj.html
https://chtodelat.org/wp-content/uploads/2009/10/martin_autonomy.pdf
https://chtodelat.org/wp-content/uploads/2009/10/martin_autonomy.pdf
https://chtodelat.org/wp-content/uploads/2009/10/martin_autonomy.pdf
https://www.marxists.org/archive/marx/works/download/pdf/Manifesto.pdf
https://www.marxists.org/archive/marx/works/download/pdf/Manifesto.pdf
https://www.marxists.org/archive/marx/works/download/pdf/Manifesto.pdf
https://www.sfmelrose.org.uk/inaugural/
https://www.sfmelrose.org.uk/inaugural/
https://www.artlog.net/de/kunstbulletin-3-2014/ronny-hardliz-juerg-orfei-urbino-olten-einfach
https://www.artlog.net/de/kunstbulletin-3-2014/ronny-hardliz-juerg-orfei-urbino-olten-einfach
https://www.artlog.net/de/kunstbulletin-3-2014/ronny-hardliz-juerg-orfei-urbino-olten-einfach
https://www.artlog.net/de/kunstbulletin-3-2014/ronny-hardliz-juerg-orfei-urbino-olten-einfach


Nauman, Bruce. 1996. Bruce 
Nauman: Interviews 1967–1988, 
edited by Christine Hoffmann 
(Dresden: Verlag der Kunst)

Negri, Antonio. 2011 [2009]. Art 
and Multitude, translated by Ed 
Emery (Cambridge: Polity Press)

Nielsen, Palle. 2010. The Model:  
A Model for a Qualitative Society 
(1968), edited by Museu d’Art 
Contemporani Barcelona 
(Barcelona: MACBA)

Nowotny, Stefan, Birgit Mennel, 
and Gerald Raunig (eds). 2010. 
Kunst der Kritik (Wien: Turia + 
Kant)

O

Ockman, Joan, and Edward Eigen 
(eds). 1993. Architecture Culture, 
1943–1968: A Documentary 
Anthology (New York, N.Y.: 
Rizzoli)

O’Neill, Paul, and Mick Wilson 
(eds). 2010. Curating and the 
Educational Turn (London:  
Open Editions)

Osborne, Peter. 2013. Anywhere 
or Not at All: Philosophy of 
Contemporary Art (London: Verso)

P

Pallasmaa, Juhani. 2016 [1996]. The 
Eyes of the Skin: Architecture 
and the Senses (Chichester: John 
Wiley)

Palmier, JeanMichel. 2009 [2006]. 
Walter Benjamin: Lumpen-
sammler, Engel und Bucklicht 
Männlein: Ästhetik und Politik 
bei Walter Benjamin, edited by 
Florent Perrier, translated by 
Horst Brühmann (Frankfurt am 
Main: Suhrkamp)

Papapetros, Spyros, and Julian 
Rose (eds). 2014. Retracing the 
Expanded Field: Encounters 
Between Art and Architecture 
(Cambridge, Mass.: The MIT 
Press)

Paul, Caroline, and André Sauvage 
(eds). 2013. Les Coulisses d’une 
Architecture: L’école d’architecture 
de Nantes Avec Lacaton & Vassal 
(Paris: Archibooks + Sautereau)

Penz, François, and Andong Lu 
(eds). 2011. Urban Cinematics: 
Understanding Urban Phenomena 
Through the Moving Image 
(Bristol: Intellect)

PérezGómez, Alberto. 1994. 
Polyphilo, Or, The Dark Forest 
Revisited: An Erotic Epiphany of 
Architecture (Cambridge, Mass.: 
The MIT Press)

— 2008. Built upon Love (Cambridge, 
Mass.: The MIT Press)

Petrarca, Francesco. 2004 [1364–
1356]. Das einsame Leben, edited 
by Franz J. Wetz, translated by 
Friederike Hausmann (Stuttgart: 
KlettCotta)

Picon, Antoine. 2013. Ornament: 
The Politics of Architecture  
and Subjectivity (Chichester: 
John Wiley)

Pimlott, Mark. 2007. Without and 
Within: Essays on Territory and 
the Interior (Rotterdam: Episode 
Publishers)

R

Rabinbach, Anson. 1985. ‘Between 
Enlightenment and Apocalypse: 
Benjamin, Bloch and Modern 
German Jewish Messianism’, in 
New German Critique, no. 34: 
78–124 

Rajchman, John. 1999. Constructions 
(Cambridge, Mass.: The MIT 
Press)

Rancière, Jacques. 2006 [2000]. 
The Politics of Aesthetics. The 
Distribution of the Sensible, 
translated by Gabriel Rockhill 
(London: Bloomsbury)

Raunig, Gerard. 2010. A Thousand 
Machines: A Concise Philosophy of 
the Machine as Social Movement, 
translated by Aileen Derieg (Los 
Angeles, Calif.: Semiotext(e))

— 2013. Factories of Knowledge, 
Industries of Creativity, translated 
by Aileen Derieg (Los Angeles, 
Calif.: Semiotext(e)/Smart Art)

Raunig, Gerard, and Gene Ray  (eds). 
2009. Art and Contemporary 
Critical Practice: Reinventing 
Institutional Critique (London: 
MayFlyBooks)

Read, Alan. 2002. Architecturally 
Speaking: Practices of Art, 
Architecture and the Everyday 
(London: Taylor & Francis)

Rendell, Jane. 2007. Art and 
Architecture: A Place Between 
(London: I. B. Tauris)

— 2010. Site-Writing: The 
Architecture of Art Criticism 
(London: I. B. Tauris)

Rendell, Jane, Jonathan Hill, 
Murray Fraser, and Mark 
Dorrian (eds). 2007. Critical 
Architecture (London: Taylor & 
Francis)

Rey, Anton, and Zürcher Hochschule 
der Künste, Institute for the 
Performing Arts and Film (eds). 
2009. Künstlerische Forschung: 
Positionen und Perspektiven 
(Zurich: ipf)

Rheinberger, HansJörg, Bettina 
WahrigSchmidt, Michael Hagner 
(eds). 1996. Räume desWissens: 
Repräsentation, Codierung, Spur 
(Berlin: Akademie Verlag).  

Rogoff, Irit. 2010. ‘Turning’, in 
Curating and the Educational 
Turn, edited by Paul O’Neill  
and Mick Wilson (London: Open 
Editions),  32–46

— 2013. Terra Infirma: Geography’s 
Visual Culture (London: Taylor & 
Francis)

— 2015. ‘The Expanding Field’, in 
The Curatorial: A Philosophy of 
Curating, edited by JeanPaul 
Martinon (London: Bloomsbury 
Academic), 41–48

Rudofsky, Bernard. 1964. 
Architecture Without Architects: 
A Short Introduction to Non-
Pedigreed Architecture, edited 
by Museum of Modern Art 
(Albuquerque, N.M.: University 
of New Mexico Press)

Rupp, Gerhard. 2007. ‘Benjamin  
und Bataille: Deutsch
Französische Kreuzungen auf 
der Suche nach einem anderen 
Diskurs’, in Intellektuellendiskurse 
in der Weimarer Republik: 
Zur politischen Kultur einer 
Gemengelage, edited by Manfred 
Gangl and Gérard Raulet 
(Frankfurt am Main: Lang), 
297–310

237236



S

Sartre, JeanPaul. 1992 [1943]. Being 
and Nothingness, translated by 
Hazel E. Barnes (New York, 
N.Y.: Washington Square Press)

Schumpeter, Joseph A. 2013 [1942]. 
Capitalism, Socialism and 
Democracy (London: Taylor & 
Francis)

Semper, Gottfried. 1987 [1836]. 
Über die formelle Gesetzmässigkeit 
des Schmuckes und dessen 
Bedeutung als Kunstsymbol 
(Berlin: Alexander) 

Sennett, Richard. 2009. The 
Craftsman (London: Penguin 
Books)

— 2012. Together: The Rituals, 
Pleasures and Politics of 
Cooperation (New Haven,  
Conn.: Yale University Press)

Serres, Michel. 1996. Atlas (Paris: 
Flammarion)

— 2015 [1983]. Rome: The First 
Book of Foundations, translated 
by Randolph Burks (London: 
Bloomsbury Publishing)

Shakespeare, William. 2008 [1600]. 
Much Ado About Nothing, edited 
by Stephen P. Zitner (Oxford: 
OUP Oxford)

— 2012 [1604]. Hamlet. Bilingual 
edition, German translation by 
Frank Günther (Munich: dtv)

Shaviro, Steven. 2010. Post  Cinematic  
Affect (Alresford: Zer0 Books)

Siegenthaler, Fiona, Corina Caduff, 
and Tan Wälchli (eds). 2010. 
Art and Artistic Research: Music, 
Visual Art, Design, Literature, 
Dance (Zurich: Scheidegger & 
Spiess)

Simon, Joshua. 2013. Neomaterialism 
(Berlin: Sternberg Press)

Slager, Henk. 2012. ‘Context
Responsive Investigations’,  
in Intellectual Birdhouse: Artistic 
Practice as Research, edited  
by Florian Dombois et al. 
(London: Distributed Art Pub), 
41–53

Sloterdijk, Peter. 2004. Schäume 
(Frankfurt am Main: Suhrkamp)

Smithson, Alison, and Peter 
Smithson. 1973. Without 
Rhetoric: An Architectural 
Aesthetic, 1955–1972 (London: 
Latimer New Dimensions)

Soja, Edward W. 1996. Thirdspace: 
Journeys to Los Angeles and 
Other Real-and-Imagined Places 
(Malden: WileyBlackwell)

— 2010. Seeking Spatial Justice 
(Minneapolis, Minn.: University 
of Minnesota Press)

Spencer, Douglas. 2011. 
‘Architectural Deleuzianism’,  
in Radical Philosophy 168: 9–21.  
https://spatialregister.files.
wordpress.com/2015/02/
rp168_article1_spencer_
architecturaldeleuzism.pdf

— 2015. ‘Architecture’s Franciscan 
turn: “forms of life” and pre
critical theory’, in The Spatial 
Register. www.spatialregister.
files.wordpress.com/2015/11/
franciscanturn_spencer_
draft12.pdf 

— 2016. The Architecture of  
Neoliberalism: How Contemporary 
Architecture Became an Instrument  
of Control and Compliance 
(London: Bloomsbury 
Publishing)

Spinoza, Baruch. 1992 [1677]. 
Ethics: With The Treatise on 
the Emendation of the Intellect 
and Selected Letters, edited by 
Seymour Feldman, translated 
by Samuel Shirley (Indianapolis, 
Ind.: Hackett Publishing)

Spivak, Gayatri Chakravorty, 
2008. Can the Subaltern Speak?: 
Postkolonialität und subalterne 
Artikulation, translated by 
Stefan Nowotny and Alexander 
Joskowicz (Wien: Turia + Kant)

— 2013. An Aesthetic Education 
in the Era of Globalization 
(Cambridge, Mass.: Harvard 
University Press)

— 2015. ‘Can the Subaltern Speak?’, 
in Colonial Discourse and  
Post-Colonial Theory: A Reader, 
edited by Patrick Williams  
and Laura Chrisman (London: 
Taylor & Francis), 6–111

Steinweg, Marcus. 2012. ‘Logic 
of Blindness’, in Intellectual 

Birdhouse: Artistic Practice As 
Research, edited by Florian 
Dombois et al. (London:  
Koenig Books), 177–187  

— 2013. Philosophie der Überstürzung 
(Berlin: Merve Verlag)

Stengers, Isabelle. 2011 [1997]. 
Cosmopolitics II, translated by 
Roberto Bononno (Minneapolis, 
Minn.: University of Minnesota 
Press)

— 2015 [2008]. In Catastrophic Times: 
Resisting the Coming Barbarism, 
translated by Andrew Goffey 
(Lüneburg: Open Humanities 
Press)

Steyerl, Hito. 2007. ‘The Subalterns’ 
Present’, in Can the Subaltern 
Speak?: Postkolonialität und 
subalterne Artikulation, 
translated by Aileen Derieg.  
http://translate.eipcp.net/
strands/03/steyerlstrands02en.
html 

— 2012. The Wretched of the Screen 
(Berlin: Sternberg Press/ eflux 
journal)

Stiegler, Bernard. 2010a [2008]. 
Taking Care of Youth and the 
Generations, translated by 
Stephen Barker (Stanford, Calif.: 
Stanford University Press)

— 2010b [2001]. Technics and Time, 
3: Cinematic Time and the 
Question of Malaise, translated 
by Stephen Barker (Stanford, 
Calif.: Stanford University 
Press)

Stoll, Katrina, and Scott Lloyd 
(eds). 2010. Infrastructure as 
Architecture: Designing Composite 
Networks (Berlin: Jovis)

Stoppani, Teresa, Giorgio Ponzo, 
and George Themistokleous  
(eds). 2017. This Thing Called 
Theory (London: Taylor & 
Francis)

Stoppard, Tom. 1998 [1990]. 
Rosencrantz and Guildenstern are 
Dead (Stuttgart: Reclam)

Students and staff of Hornsey 
College of Art (eds). 1969. The 
Hornsey Affair (Harmondsworth: 
Penguin)

237236

https://spatialregister.files.wordpress.com/2015/02/rp168_article1_spencer_architecturaldeleuzism.pdf
https://spatialregister.files.wordpress.com/2015/02/rp168_article1_spencer_architecturaldeleuzism.pdf
https://spatialregister.files.wordpress.com/2015/02/rp168_article1_spencer_architecturaldeleuzism.pdf
https://spatialregister.files.wordpress.com/2015/02/rp168_article1_spencer_architecturaldeleuzism.pdf
https://spatialregister.files.wordpress.com/2015/11/franciscan-turn_spencer_draft-1-2.pdf
https://spatialregister.files.wordpress.com/2015/11/franciscan-turn_spencer_draft-1-2.pdf
https://spatialregister.files.wordpress.com/2015/11/franciscan-turn_spencer_draft-1-2.pdf
https://spatialregister.files.wordpress.com/2015/11/franciscan-turn_spencer_draft-1-2.pdf


Sullivan, Graeme. 2010. Art Practice 
as Research: Inquiry in Visual 
Arts (Los Angeles, Calif.: SAGE 
Publications)

T

Tafuri, Manfredo. 1976 [1973]. 
Architecture and Utopia: Design 
and Capitalist Development 
(Cambridge, Mass.: The MIT 
Press)

Tarde, Gabriel de. 2003 [1890]. 
Die Gesetze der Nachahmung, 
translated by Jadja Wolf 
(Frankfurt am Main: Suhrkamp)

— 2005. Underground (Fragments of 
Future Histories) Gabriel Tarde, 
edited by Les presses du réel 
and Galerie Micheline Szwajcer 
(Dijon: Les presses du réel)

Tickner, Lisa. 2008. Hornsey 1968: 
The Art School Revolution 
(London: Frances Lincoln) 

Till, Jeremy. 2009. Architecture 
Depends (Cambridge, Mass.:  
The MIT Press)

Tobler, Konrad. 2007. ‘Fundamente, 
 Gerüste und Modelle—
Schlaglichter auf die aktuelle 
Berner Kunstszene’, in 
ArchitekturKultur in Bern, 
edited by Hubertus Adam 
(Sulgen: Niggli), 164–169

Trigg, Sarah. 2013. Studio Life: 
Rituals, Collections, Tools, and 
Observations on the Artistic 
Process (Princeton, N.J.: 
Princeton Architectural Press)

Tschumi, Bernard. 1996. 
Architecture and Disjunction 
(Cambridge: Cambridge 
University Press)

U

Ursprung, Philip. 2003. Grenzen 
der Kunst: Allan Kaprow und das 
Happening; Robert Smithson und 
die Land Art (Munich: Schreiber)

— 2010. Die Kunst der Gegenwart 
1960 bis Heute (Munich: C. H. 
Beck)

— 2015. ‘Out of Bologna: Lacaton 
and Vassal’s Nantes School  
of Architecture’. e-flux journal 

no. 64. http://worker01.eflux.
com/pdf/article_8997686.pdf

V

Varro, Marcus Terrentius. 1977  
[43 BCE]. On the Latin Language, 
translated by Roland G. Kent 
(Cambridge, Mass.: Harvard 
University Press)

Vico, Giambattista. 1963 [1731].  
The Autobiography of Giambattista 
Vico, translated by Max Harold 
Fisch and Thomas Goddard 
Bergin (Ithaca, N.Y.: Cornell 
University Press)

Vidler, Anthony. 2002. Warped 
Space: Art, Architecture, and 
Anxiety in Modern Culture 
(Cambridge, Mass.: The MIT 
Press)

— 2011. The Scenes of the Street and 
Other Essays (New York, N.Y.: 
Monacelli Press)

Vidokle, Anton. 2011. ‘Art without 
Work?’. e-flux journal no. 29.  
www.worker01.eflux.com/pdf/
article_260.pdf

Virilio, Paul. 2009a [1980].  
The Aesthetics of Disappearance, 
edited by Jonathan Crary, 
translated by Phil Beitchman 
(Los Angeles, Calif.: 
Semiotext(e))

— 2009b [1989]. War and Cinema: 
The Logistics of Perception, 
translated by Paul Camiller 
(London: Verso Books)

Virilio, Paul, and Sylvère 
Lotringer. 2005. The Accident 
of Art, translated by Mike 
Taormina (Los Angeles, Calif.: 
Semiotext(e))

Virno, Paolo. 2004. A Grammar of 
the Multitude: For an Analysis 
of Contemporary Forms of Life, 
translated by Isabella Bertoletti, 
James Cascaito, and Andrea 
Casson (South Pasadena, Calif.: 
Semiotext(e))

Vitruvius. 2007 [30–15 BCE]. 
Vitruvius: Ten Books on 
Architecture, translated by Ingrid 
D. Rowland and Thomas Noble 
Howe (Cambridge: Cambridge 
University Press)

Voltaire. 2007 [1759]. Candide Ou 
l’Optimisme (Stuttgart: Reclam 
Philipp jun. GmbH Verlag)

W

Weber, Samuel. 2008. Benjamin’s 
–abilities (Cambridge, Mass.: 
Harvard University Press)

Weiwei, Ai. 2014. Ai Weiwei: Spatial 
Matters: Art Architecture and 
Activism, edited by Anthony Pins 
and An Xiao Mina (Cambridge, 
Mass.: The MIT Press)

Weizmann, Eyal. 2007. Walking 
through Walls. https://transversal. 
at/transversal/0507/weizman/en 

Wesseling, Janneke. 2011. See It 
Again, Say It Again: The Artist as 
Researcher (Amsterdam: Valiz)

Whittaker, Edward, and Alex 
Landrum (eds). 2012. Painting 
with Architecture in Mind (Bath: 
Wunderkammer Press)

White, Richard. J. 2009. ‘Bataille 
on Lascaux and the origins of 
art’ in  Janus Head: Journal of 
Interdisciplinary Studies 11(2): 
319–331

Wigley, Mark. 1995. The Architecture 
of Deconstruction: Derrida’s 
Haunt (Cambridge. Mass.: The 
MIT Press)

Wohlfarth, Irving. 2000. ‘NoMan’s
Land: On Walter Benjamin’s 
“Destructive Character”’, in 
Walter Benjamin’s Philosophy: 
Destruction and Experience, 
edited by Andrew. Benjamin and 
Peter Osborne (Manchester: 
Clinamen Press),  153–179

Z

Zepke, Stephen, and Simon 
O’Sullivan (eds). 2011. Deleuze and 
Contemporary Art (Edinburgh: 
Edinburgh University Press)

Zevi, Bruno. 1983. Pretesti di critica 
architettonica (Torino: Einaudi)

Žižek, Slavoj. 2008. In Defense of 
Lost Causes (London: Verso)

— 2009. The Parallax View 
(Cambridge, Mass.: The MIT 
Press)

239238

http://worker01.e-flux.com/pdf/article_8997686.pdf
http://worker01.e-flux.com/pdf/article_8997686.pdf
https://www.e-flux.com/journal/29/68096/art-without-work/
https://www.e-flux.com/journal/29/68096/art-without-work/
https://transversal.at/transversal/0507/weizman/en
https://transversal.at/transversal/0507/weizman/en


Zuidervaart, Lambert. 2010. Art in 
Public: Politics, Economics, and a 
Democratic Culture (Cambridge: 
Cambridge University Press)

239238



NonConstruction 
An Architectural Gesture in Artistic Research

Author & concept Ronny Hardliz

Contributors Philip Ursprung
  Julie Harboe
  Stewart Martin 
  Joshua Simon
  Sharon Kivland

Design   Captns & Partner GmbH, Kehrsatz, Switzerland

Typeface  GT Alpina, Grilli Type AG

Cover image   Ronny Hardliz, Cinema Car, Berne, 2016, exterior view at Lucerne School of Art and Design,  
LuzernEmmenbrücke, photo: Ronny Hardliz, 2018

Praises  Paul Buck and Sam Dolbear in collaboration with Ronny Hardliz

Copy editor  Sharon Kivland

Publication series 745. Kunst Design Medienkultur Hochschule Luzern – Design & Kunst

Series editors  Wolfgang Brückle and Rachel Mader

Publisher  DIAPHANES, Zurich , www.diaphanes.com

This ebook was supported by the Swiss National Science Foundation.

ISBN 9783035803808

DOI 10.4472/9783035803808

This work is licensed under a Creative Common Attribution 3.0 Switzerland (CC BY 3.0 CH) except for all figures  
as specified in the list of figures on pages 12 and 13, which are licensed under a Creative Common Attribution  
3.0 Switzerland (CC BY NC ND 3.0 CH).

240

https://www.diaphanes.com/

	Schaltfläche 3: 
	Seite 1: 
	Seite 3: 
	Seite 5: 
	Seite 7: 
	Seite 9: 
	Seite 11: 
	Seite 13: 
	Seite 17: 
	Seite 19: 
	Seite 21: 
	Seite 23: 
	Seite 25: 
	Seite 27: 
	Seite 29: 
	Seite 31: 
	Seite 33: 
	Seite 35: 
	Seite 37: 
	Seite 41: 
	Seite 43: 
	Seite 45: 
	Seite 47: 
	Seite 49: 
	Seite 51: 
	Seite 53: 
	Seite 55: 
	Seite 57: 
	Seite 59: 
	Seite 61: 
	Seite 63: 
	Seite 65: 
	Seite 67: 
	Seite 69: 
	Seite 71: 
	Seite 73: 
	Seite 75: 
	Seite 77: 
	Seite 79: 
	Seite 81: 
	Seite 83: 
	Seite 85: 
	Seite 87: 
	Seite 89: 
	Seite 91: 
	Seite 93: 
	Seite 95: 
	Seite 97: 
	Seite 99: 
	Seite 101: 
	Seite 103: 
	Seite 107: 
	Seite 109: 
	Seite 111: 
	Seite 113: 
	Seite 115: 
	Seite 117: 
	Seite 119: 
	Seite 121: 
	Seite 123: 
	Seite 125: 
	Seite 127: 
	Seite 129: 
	Seite 131: 
	Seite 133: 
	Seite 135: 
	Seite 137: 
	Seite 139: 
	Seite 141: 
	Seite 143: 
	Seite 145: 
	Seite 147: 
	Seite 149: 
	Seite 151: 
	Seite 153: 
	Seite 155: 
	Seite 157: 
	Seite 159: 
	Seite 161: 
	Seite 163: 
	Seite 165: 
	Seite 167: 
	Seite 169: 
	Seite 171: 
	Seite 173: 
	Seite 175: 
	Seite 177: 
	Seite 179: 
	Seite 181: 
	Seite 183: 
	Seite 185: 
	Seite 187: 
	Seite 189: 
	Seite 191: 
	Seite 193: 
	Seite 195: 
	Seite 197: 
	Seite 199: 
	Seite 201: 
	Seite 203: 
	Seite 205: 
	Seite 207: 
	Seite 209: 
	Seite 211: 
	Seite 213: 
	Seite 215: 
	Seite 217: 
	Seite 219: 
	Seite 221: 
	Seite 223: 
	Seite 225: 
	Seite 227: 
	Seite 229: 
	Seite 231: 
	Seite 233: 
	Seite 235: 
	Seite 237: 
	Seite 239: 

	Schaltfläche 2: 
	Seite 2: 
	Seite 4: 
	Seite 6: 
	Seite 8: 
	Seite 10: 
	Seite 12: 
	Seite 16: 
	Seite 18: 
	Seite 20: 
	Seite 22: 
	Seite 24: 
	Seite 26: 
	Seite 28: 
	Seite 30: 
	Seite 32: 
	Seite 34: 
	Seite 36: 
	Seite 40: 
	Seite 42: 
	Seite 44: 
	Seite 46: 
	Seite 48: 
	Seite 50: 
	Seite 52: 
	Seite 54: 
	Seite 56: 
	Seite 58: 
	Seite 60: 
	Seite 62: 
	Seite 64: 
	Seite 66: 
	Seite 68: 
	Seite 70: 
	Seite 72: 
	Seite 74: 
	Seite 76: 
	Seite 78: 
	Seite 80: 
	Seite 82: 
	Seite 84: 
	Seite 86: 
	Seite 88: 
	Seite 90: 
	Seite 92: 
	Seite 94: 
	Seite 96: 
	Seite 98: 
	Seite 100: 
	Seite 102: 
	Seite 106: 
	Seite 108: 
	Seite 110: 
	Seite 112: 
	Seite 114: 
	Seite 116: 
	Seite 118: 
	Seite 120: 
	Seite 122: 
	Seite 124: 
	Seite 126: 
	Seite 128: 
	Seite 130: 
	Seite 132: 
	Seite 134: 
	Seite 136: 
	Seite 138: 
	Seite 140: 
	Seite 142: 
	Seite 144: 
	Seite 146: 
	Seite 148: 
	Seite 150: 
	Seite 152: 
	Seite 154: 
	Seite 156: 
	Seite 158: 
	Seite 160: 
	Seite 162: 
	Seite 164: 
	Seite 166: 
	Seite 168: 
	Seite 170: 
	Seite 172: 
	Seite 174: 
	Seite 176: 
	Seite 178: 
	Seite 180: 
	Seite 182: 
	Seite 184: 
	Seite 186: 
	Seite 188: 
	Seite 190: 
	Seite 192: 
	Seite 194: 
	Seite 196: 
	Seite 198: 
	Seite 200: 
	Seite 202: 
	Seite 204: 
	Seite 206: 
	Seite 208: 
	Seite 210: 
	Seite 212: 
	Seite 214: 
	Seite 216: 
	Seite 218: 
	Seite 220: 
	Seite 222: 
	Seite 224: 
	Seite 226: 
	Seite 228: 
	Seite 230: 
	Seite 232: 
	Seite 234: 
	Seite 236: 
	Seite 238: 
	Seite 240: 

	Schaltfläche 4: 
	Schaltfläche 5: 
	Schaltfläche 6: 
	Schaltfläche 7: 
	Schaltfläche 8: 
	Schaltfläche 9: 


