










































































The spaces between the objects also speak of a rapport. The single motifs have been
placed with care, yet this comes from an attitude that moves away from the type of
weighty sculpture that ‘takes its stand.” The model is more at ease on a stool than a
plinth; the picture, though on the wall here, in other works can just as often be found
leaning as hanging. The suggestion is an informally considered pose, as if the final
position has yet to be given; each element being not quite ready to rest and remaining
alert to alternative adjustment. Hence, the spacing should equally be subject to inquiry,
and resistant to complacent neglect. I imagine them working similarly to the visual
pauses in a Mallarmé poem that establish a rhythmic movement of ideas and images
while leaving necessary room for the reception of thought. For here again is the value of

leaving things unsaid.

I’ll proceed with caution when relating this work to the following chapters. It first
appeared in an exhibition entitled Borderline Syna’rome3 0 which attempted to identify
some of the many interdisciplinary crossings occurring along the interface of
contemporary art and notions of territory. This also marked the beginning of having to
write about my practice. Yet the text opened up certain relations that has formed the
root of this project and which has since grown to include Konstantine Melnikov’s
Cylindrical House Studio, Curzio Malaparte’s Casa Malaparte, Ludwig Wittegenstein’s
Norwegian hut and Frederick Kiesler’s notion of the Endless House. Each of these
buildings is discussed in a separate chapter, and has been brought together with a
particular Bruegel painting in order that, much in the same way as working in the
studio, I might explore and present different approaches to building, dwelling and

thinking.

30 Manifesta (2000) Borderline Syndrome, Ljubljana, European Biennial of Contemporary Art.
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The bird limbs fashioned by Daedalus were conceived less as an unveiling before
aletheia than a practical means of escape. They hold a technical knowing born of wilful
intention. but do not bring him into a fuller uncovering of being. The Greeks understood
praxis to be only a part of the human condition that poetically dwells, and also drew
upon the notion of poiesis, meaning “a production into presence.”*’ This form of
knowing sought to establish a space for truth and the subsequent opening of a world for
man’s existence.”® There is no sense of this occurring while making the wings. It would
call for a later unfolding in the poem, when Daedalus confronts the loss of his son and is

brought to a space of mourning:

The unhappy father, a father no longer, cried out: ‘Icarus!’ ‘Icarus,’ he
called ‘Where are you? Where am I to look for you? As he was still
calling ‘Icarus’ he saw the feathers on the water, and he cursed his

inventive skill.”’

‘Where am 1 to look for you?” The father enters a condition where looking becomes
uncertain; a very different mode of apprehension to the demand of equipment.
Confidence, which tends to accompany the clarity of empirical inquiry, is replaced by
an impotence of sight. He becomes urgently attentive before a vague and indefinite
watery field. The limitless expanse moves him from assured resolve into a helpless self-
questioning. It presents him with an intolerable aporia that confounds beyond the
labyrinthine passages of his inventive skill. This is a moment set for poiesis, when

activity is exchanged for reflective doubt:

He does not know whether he is a poet, but neither does he know what
poetry is, or whether it is. It depends on him, on his search. And this

dependence does not make him master of what he seeks; rather, it makes

49 «“Central to praxis was the idea of the will that finds its immediate expression in an act, while, by
contrast, central to poiesis was the experience of pro-duction into presence, the fact that something passed
from non being into being, from concealment into the full light of the work™. Agamben, G., 1999.The
Man Without Content p. 68

50 Ibid, p. 72

51 Ovid, 1995. Metamorphosis. London, Penguin Classics, p. 186
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Perhaps art demands that one play with death; perhaps it introduces a
game, a bit of play in the situation that no longer allows for tactics or
mastery. But what does this play mean? “Art flies around the truth, with
the decided intention not to burn itself.” Here it flies around death. It
does not burn itself, but makes us feel the burn and becomes what burns

and moves us.”*

There is a sense in which the painter plays. The boy suffers the indignity of inversion;
his ungainly legs are made mildly ridiculous as they poke out near the delicate ship. The
position of human suffering is understood and revealed through the game, the play with
death, composed with controlled restraint. The work’s grandeur takes its time to unfold,
yet speaks of a single instant of a body’s contact with water. Daedalus has not arrived,
and we are left to anticipate his loss. We already feel the burn and are moved before his
inevitable flight around the truth, of a death only half-concealed. The feathers are still
falling and will soon rest on the water, leaving the only visible trace of ‘something

amazing.’

The disaster is related to forgetfulness—jforgetfulness without memory,
the motionless retreat of what has not been treated—the immemorial,

perhaps. To remember forgetfully: again, the outside. 3

Auden observes how the ship sails calmly by, while ‘everything turns away quite
leisurely from disaster.” Icarus arrives with an intense suddenness from outside, torn
from his native sphere. His plunge momentarily pierces the whole, disrupting its
passionless calm. He remains a resolute fragment, a reminder fixed by partial
submersion and soon forgotten. For his plunge will not alter things, and waits only to
be fully covered; powerlessly confirming the inevitable continuum he leaves behind.
For the world will remain after he passes into concealment, and asks we don’t dwell too

long on his detail.

* Ibid, p. 92
% Ibid, p. 3
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holding a crown and sceptre and standing in front of a broken city; beside it a book is

covered over with ivy on which a serpent sleeps. The Latin inscription reads:

“Rulers fall, cities perish, nothing of
What Rome once was remains.
The past is empty, nothing.

Only those things of learning and
Books that give fame and respect
Escape the funeral pyre create

By time and death.”

An important characteristic of allegory and its visual manifestation in the emblem is the
reflective distance it gives to the contemplation of history. This quality allowed
Benjamin to reuse Baroque emblems as a means to interpret the transitory nature of
capitalist culture.'® Though it is not at all apparent that this was Kiesler’s concern,
there is something crudely emblematic in his scrap book page of picture/caption/picture;
the difference being that the moralising inscription of the Baroque image has been
replaced by a descriptive label. The economy of means whereby visual image and
linguistic sign are directly combined suggests that he did not want extensive explanation
to interfere with the directness of the image but rather show things simply as facts.
Benjamin’s method of using quotation has been suggested as “naming rather than
speaking,” 197 that to use quotation was his way of dealing with “thought things™; as if
the essence of what needed to be said lay within the fragment and unearthing was
necessary in order for meaning to be laid open. Arendt described the process, “as one
obtains water by drilling for it from a source concealed in the depths of the earth.”'®
Cutting up and pasting labels to images is a form of piecing together; a retrieval from an

earlier dispersal, Babel’s confusion in reverse.

‘Concealment “in the depths of the earth,” though appearing in Arendt’s introduction to

Benjamin, is a phrase he would be unlikely to use. It belongs to a very different tone of

106 Byck-Morris, S., 1997. The Dialectics of Seeing Walter Benjamin and the Arcades Project,” MIT Press
1997. p. 164

107 See, Arendt’s introduction to //luminations. Benjamin, W. /lluminations, 1999, Pimlico Press, p 52
108 710
Ibid.
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doors do not matter, or alternatively, they are not the origin; this is rather to be found in
subconscious living. One wonders how such a living could be presented. as both
sheltered and subconscious. Perhaps this is why Kiesler turns to the termites, as they
build their arcades of mud and spit, bringing forth fantastic furnishings. There is still
however, a further step required before this return enables a fuller, earthbound sense of

dwelling.

Kiesler identifies within surrealism, a counter movement that could effect such a
necessary reversal. An example of the ‘dualism of Vision and Fact,’ in early surrealist
literature, might be the crustaceous body of Gregor Samsa. in Kafka’s
Metamorphosis. 16 For it is the reasonableness of his thinking, when faced with his
physical change, that shelters him subconsciously from the profound alienation of man
and his house. We are introduced to the normality of Gregor’s surroundings. his
bedroom furnishings, the familiar walls and door that he has awoken to every morning
The house really does not matter, of more concern is how utterly unsuited it has become
to his new body. There follows descriptions of physical discomfort as the insect Gregor
attempts to negotiate the home he has always known. One instance describes him

attempting to open his bedroom door.

And then he set about using his mouth to turn the key in the lock. Unhappily it
seemed that he had no proper teeth — what was he 1o get a grip on the key with?
— but to make up for that his jaws were certainly very powerful; with their help
he did in fact succeed in getting the key moving and paid no attention 1o the fact
that he was undoubtedly doing himself damage, for brown liquid was coming oul

of his mouth'"’

Gregor’s intense preoccupation with the problem of opening the door and the relative
composure he treats his alienated circumstance is deeply affecting. After initial surprise
at his physical difference, his response to his new condition is chiefly one of irritation at
the physical inconvenience rather than desperation or shock. The author focuses on the
ordeal of his awkward movement around the room and his practical anxieties about his

future employment rather than any emotional distress caused by his new physique.

116 Kafka, F., 1915. Metamorphosis and Other Stories, Penguin Classics, 2000.
"7 1bid, p. 86
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where water, rock and vegetation, distinct and exemplary in their idea. converge with

horizontal and vertical plains of mountain and lake.

The lake’s surface stretches the width of the picture, meeting the steep gradient with its
mirrored surface, turning rock and trees back upon themselves in blurred symmetry. An
impression of theatre might also be implied by this abrupt flattening, the watery stage
allowing for what is solid and mineral to be interpreted as scenic cloth, painted to

convince the eye of monumental pretence.

The house’s place in the picture has been composed carefully; central and facing out.
The two frontal windows reflect the same degree of whiteness as the waterfall, giving
the impression of a fixed stare, as from some private, nocturne creature, rigid and alert
to exposure. It maybe the limitation of the camera’s lens—its failure to zoom, that
results in the building’s minute depiction, yet its effect is to point to the epic, bringing
the notion of world to the fore. It looks on from a position of singularity; its isolation,
the theme of the picture; the building seems to exist for that single purpose, to be self-
consciously alone. To be set apart from the world, to take a position of distance, to

make a distinction. to refine what is essential from that which is ill-considered.

Its situation asks us to account for the difficulty of the site, extreme and without
compromise. We note the singular vision which required such means to haul materials
for the construction. It recalls those feats of orthodox Greek monks'? 9; so intent on
remaining undisturbed as to announce their seclusion the more emphatically.
Wittgenstein designed a winch to hoist supplies from the lakeside, a pragmatic solution
to a self-induced problem; an exercise of mechanics in an absurdly romantic position,

where he could separate sense from nonsense; of what may be said from what should be

passed over in silence.

What lay behind his requirements, what image is presented by this photo postcard? This
was the shelter where he worked on logic undisturbed." It housed the beginnings of

the thought that would later emerge as his first work."?! It marks physically the moment

129 The monasteries of the Meteora perched on volcanic crags in Thessaly. See Fig. 8.
130 Monk, R., 1991. Ludwig Wittgenstein, The Duty of Genius, Vintage, p. 89
131 Wittgenstein, L. 2002, Tractatus Logico-Philosophicus, Routledge Classics.
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invoking appreciation for its humble gift. The opening discloses an interiority without
light, a primal, womblike shelter that nurtures the inhabitant with the promise of
warmth. For in this painting cold is conveyed through whiteness that seeks out every
surface, and it is with relief that we come upon a depth that evades exposure. This inner
part of the painting remains unseen, welcoming but unknowable, where cold light fails
to reach into the blackness, left hidden and private. This inmost place turns the
landscape from a moment of description and clarity to an interior subject of being-- dark
and mute, existence manifest. For with Friedrich there is nearly always the
understanding that what is described for the eye, also communicates an internal

disposition for the artist or viewer. 133

The building becomes an object of yearning, a home that answers both a need and sets
out a position of thought."*® To compose this hut, to paint it in the subjective “I” is in its
intention, akin to Wittgenstein’s. The thinker, like the painter, situates himself and

decides the place from which to view the world. He wrote:

To view the world sub specie aeterni is to view it as a whole—a limited whole.

Feeling the world as a limited whole—it is this that is mystical T.6.45

There is the desire then to see the whole, and the need to step back far enough to take it
in aeterni. Here is the gesture of his house. Though not confessed, his act speaks. This
is wilful solitude, a claim for separation and retreat that makes wholeness thinkable. It is
a primordial position with sympathies nearer to Heidegger’s Black Forest farm than
cultivated academia'®’. Heidegger describes the farm with its “overhanging shingle roof
whose proper slope bears up under the burden of snow, and that, reaching deep down.
shields the chambers against the storms of long winter nights. It did not forget the altar
corner behind the community table; it made room in its chamber for the hallowed places

of childbed and the “tree of the dead”—for that is what they call a coffin there: the

135 Joseph Leo Koerner, Casper David F viedrich and the Subject of Landscape, Reaktion Books, London
1990 pg 74 that through the hut we “enter the very fabric of the artist’s gaze.”

136 Andrew Benjamin talks of Heidegger’s hut as both a place and an emblem for a type of philosophical
practice. Adam Sharr, Heidegger ’s Hut, prologue Andrew Benjamin, 2006, MIT, p. 18

137 Wittgenstein’s companion, Pinsent, wrote of the philosopher’s intention to exile himself in Norway
away from Cambridge: “His reasons for this seem very queer to me — but no doubt they are very real for
him: firstly he thinks he will do infinitely more and better work in such circumstances, than Cambridge,
where, he says, his constant liability to interruption and distractions (such as concerts) is an awful
hindrance.” Ray Monk, 1991, Ludwig Witigenstein, The Duty of Genius, Vintage, p. 89
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holding his cap in his hands, opening out his legs, raising his head, lowering his
head, putting his right hand in his wife’s left hand while his wife is pulting her
left hand into his right hand, walking in front of the house, walking at the back
of the house, walking towards his house, walking away from his house, reading,
eating, spooning his soup, cutting a slice of bread (baked by himself), opening a
book (written by himself), closing a book (written by himself), bending down,

straightening up, and so on'*

Reger takes what was intended as an expression of care, and attention to dwelling and
exaggerates it, rendering it absurd. Since Rabelais and before, parody has sought to
undermine the ideal, setting the profane against what is high minded and serious. '’
Mocking the forest philosopher in his underpants might be crude, yet the humour covers
a legitimate critique of this rural ideal and its dirtier side. Earlier he refers to Heidegger
as “that ridiculous Nazi philistine in p]us—fours.”m Reger himself is an urbane flaneur,
a music critique for The Times, passing time between the museum and the Ambassador
Hotel, looking at paintings and drinking tea. His daily routine, in contrast to Heidegger,

is precise and affectedly refined, described thus:

Until noon he finds the eighteen-degree temperature at the Kunsthistoriches
Museum agreeable, in the afternoon he is happier at the warm Ambassador,
which always keeps a temperature of twenty-three degrees. In the afternoon I am
no longer so fond of thinking nor do I think so intensively, Reger says, so I can

afford the Ambassador. 142

The museum and hotel are two buildings integral to a city, they are buildings we pass
through and represent a restlessness more closely aligned with recreation than dwelling.
Yet for Reger, these two metropolitan facilities are emphatically his places of thought;
thought that is governed by routine, in itself a form of intentional forgetting, than by

dwelling. Earth and rock are replaced by parquet flooring and carpet, temperature is

139 Bernhard, T., 1992, Old Masters, A Comedy, trans by Ewald Osers, University Chicago Press, p45
140 \ tikhael Bakhtin, 1984, Rabelais and his World, trans. by H Iswolsky, Indianna University Press, p.
71

141 Bernhard refers directly to Heidegger’s legitimating the National Socialists earlier in the dialogue,
“Stifter in fact always reminds me of Heidegger, of that ridiculous Nazi philistine in plus-fours”. Ibid,
p.4l

192 Bernhard, T., 1992, Old Masters, A Comedy, p.10
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When I actually saw the building itself, it still seemed to me like a power station,
it ran counter to all my ideas of a residential house and its effect, as could
scarcely be expected differently, was anti-human, it was therefore anything but a
home for anyone about fo retire, instead it looked from the outside like a
concrete shell for some machine working inside, one that needs neither light nor

. 144
awr

Much has been made of Wittgenstein’s links with Adolph Loos and their shared
mistrust of ornament, but in Bernhard’s description, a difference is more clearly
revealed. The interior / exterior tension in the way Loos’ spaces develop, these shifting
levels of floor and interlocking rooms that express their resolution in the buildings’
outer forms, are absent in the Kundmanngasse. There is no hint that the building is
determined or even makes concession to the inhabitants™ desires for comfort or society.

Bernhard again,

It was instantly obvious that this plan was a plan designed by a person feeling
and thinking in highly idiosyncratic and totally egotistical feelings and thoughts.

Not the least trace of any feminine inj’luence145

Rather than conveying interior value, one is left with an emptiness, a clearing away that
is more severe than can be explained by a theoretical antipathy for embellishment. One
senses this house has been reduced rather than built. that originally there were more
layers that have been scraped away by an intolerance for compromise; as if negative
spaces were being carved from an original solid, no longer existent. This impression of
a type of formal sculpture is compounded by the plinth-like base the house stands on
and its lack of reference to any surrounding context. Unlike the photograph of W.’s hut
which is seen from a distance, in relation to its dwelling, looking out onto the world.
this villa, despite its numerous windows and grand entrance, remains closed and
indifferent; like a problem that has been worked on and completed, it is rendered
contained within itself. The effect is a strange autonomy, a sharpness that cuts through
nature with cold, precise measurement. If Friedrich’s hut sheltered its dark inside from a

lifeless frost, the Kundmannegasse’s inexpressive rooms of stone and steel, work to

1 Ibid, P.25
145 Bernhard, T., 1992, Yes, Trans. by Ewald Osers, The University of Chicago Press, p-96
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expose any hidden remnant with clarity of thought. This is interiority denied, that

everything be brought out into the open, to be clearly and simply seen.

If his Norwegian building has an affinity with the romanticism of Friedrich, the villa is
classical in its restraint and abstraction.'*® Though urban, it bears no relation to the
temporality of the everyday metropolis, rather the sense of its totality-- its limited
whole, refers it to the infinite. It is perhaps this quality of rigorous inexpression, more
monument than abode, that works to repel an idea of dwelling most strongly. Returning
to Reger in the Kunsthistoriches, we find him talking of the unease that a modern

sensibility has with an idea of the whole:

Our greatest pleasure, surely, is in fragments, just as we derive the most
pleasure from life if we regard it as a fragment, whereas the whole and the
complete and perfect are basically abhorrent to us. Only when we are fortunate
enough to turn something whole, something complete or indeed perfect into a
fragment, when we get down (o reading i, only then do we experience a high
degree, at times indeed a supreme degree, of pleasure in it. Qur age has long
been intolerable as a whole he said, only when we perceive a fragment of it is it
tolerable 10 us. The whole and the perfect are intolerable, he said. That is why,
fundamentally, all of these paintings here in the Kunsthistorisches Museum are
intolerable, if I am to be honest, they are abhorrent to me. In order to be able to
bear them I search for a so-called massive mistake in and about every single one
of them, a procedure which so far has always attained its objective of turning
that so called perfect work of art into a fragment, he said. The perfect not only
threatens us ceaselessly with our ruin, it also ruins everything that is hanging on
these walls under the name of masterpiece. I proceed from the assumption that
there is no such thing as the perfect or whole, and each time I have made a
fragment of one of the so called perfect works of art hanging here on the walls

by searching for a massive mistake in and about that work of art, for the crucial

146 «Thjs presence of the classical in Wittgenstein represents one of the exceptional moments in which the
development of the modern ideology re-assumed the true problematics of the classical.” Cacciari, M,
1993, Architecture and Nihilism: On the Philiosophy of Modern Archifecture, Loose and his
contempoaries, The Oikos of Witigenstein. Introduction by Patrizia Lombardo. Trans. by Stephen
Sartarelli, New Haven and London: Yale University Press, p. 132
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cycle. There is attention to climate hitherto neglected by earlier ‘Welt Bilder,” whose
concern tended to be more cosmic than descriptive.'>” However, the artist does maintain
an idea of ‘world’ that takes it beyond an interest in the specialised landscape. Though
nothing is general, and each subject has been intently observed and set down, the
painting is nevertheless constructed as an idea. Everything is accounted for and
positioned. The evenly spaced beeches serve as columns that hold half the painting taut,
a favoured device of perspective that finds its echo in the row of houses behind. A
system of frozen reservoirs provides organised spaces of play as the neighbouring river
gently makes its way to the sea. Everything is made and presented according to 1ts
kinds; ocean, mountains, rivers and lakes, hills, trees, birds of the air, vegetation and

animals all find their allotment on this single, unified plane.

This was the age of the Theatrum Orbis T errarum’’ printed in the same publishing
houses where painters sold their etchings. The cartographers’ tendency, to embellish
their products with isometric buildings or naturalistic renditions of trees for special
emphasis, dissolved absolute distinction between landscape and map; and there is
something distinctly map like about the plottings of Bruegel’s world. It is in part due to
the measured division of each surface, be it the shape of a roof, a field or path, each is
connected with uniform care, often denoted by borders of leafless trees, with trunks no
thicker than a single hair of the brush. Precision subdues every part of the painting,
there are no ambiguous passages of paint, where things are hinted or approximate. The
weather cooperates in this respect; conditions are crisp, without mist, and the even
whiteness has turned variable material into abstract inter-connecting shapes. Despite the
sharp mountain peaks and vertical trees, the impression of the land is one of flatness, as
if the artist had arranged parts of his dramatic alpine drawings amongst the surrounding
lowlands of Flanders. This virtual act, this cutting up and reassembling of mountain and
plain, might serve as the massive mistake Reger so desperately seeks, the dichotomy and

means by which a painter can view the world as a limited whole.

Another motif integral to the way we enter this work is the magpie in flight. Having just

left the trees it communicates an effortless sweep across the painting’s surface,

130 For example, Joachim Patinir’s cosmic landscapes describing the order of God, man and world,
rendered with a rather generalised colouring.
151 Abraham Ortelius, (1570) See Gibson, W. 1993. Bruegel, Thames and Hudson, p. 25
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It is notable that the camera never presents the painting in its entirety, and it is by way
of the detail that this film can approach the work, as if like Reger, the director felt
compelled to turn what is whole into a fragment in order to find it tolerable. Yet there 1s
need of some caution when inter-changing, the term detail with fragment. For they infer
different relations to the ‘whole’ and thereby, relations to knowledge. Didi-Huberman

wrote of three operations contained in the detail.

First that of getting closer: one “enters into details as one penelraies the
rarefied air of epistemic intimacy. But this intimacy entails some violence,
perverse without any doubt; one gets close up only to cut up, 10 break down, to
take apart. Such is the basic meaning in the French découper, ils etymological
tenor—a pruning or cutting—and the first definition of it in Littré: “the
separation of a thing into several parts, inlo pieces,” which opens up an entire
semantic constellation on the side of profit and exchange, of detail commerce.
Finally, through an extension no less perverse, the detail designates an exactly
symmetrical, even opposite operation, one that consists in gathering all the
pieces together, or at least accounting for them in full: “to detail” is to
enumerate all the parts of a whole, as if the “cutting up” had served only to
make possible a complete accounting, without remainder—a sum. So a triply
paradoxical operation is in play here, one that gets closer the better to cul up,
and cuts up the better to make whole. As if “whole” existed only in bits,

provided these can be added up.'>

Hence, for Huberman, the detail suggests an approach to looking and thinking about the
whole where, in coming closer, one cuts a work into parts. There is the assumption that
after a close examination, enumeration is possible. A ‘detail’ conveys precision;
something clearly defined and brought into focus. There is no ambiguity; rather we
‘Jook in detail’ for an answer to confusion. Maps for this reason are detailed, they are to
be read, and understood, and work to dispel the unnerving sense of disorientation; so we
may again feel secure in our position. Yet when standing before a painting, there is a
moment where, in singling out a detail, the whole is no longer attainable and we are left

with only a memory of the work in its entirety. This is when the detail begins to turn to

155 Didi-Huberman, G., 2005, Confironting Images, Questioning the Ends of a Certain Art History, Trans.
Goodman, J., The Pennsylvania State University Press, p. 230
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The reason for describing what may now be the recognisable signature of a Hou Hanru
show, is to think of it also as a type of model, a proposition of a city made from
artworks which are, for the most part. provisional reflections on the urban condition.
My work in such a context turns into fragments of models within a model, implying an
endlessness of a kind favoured by Kiesler.'® It also brings me to question my
relationship to the studio and ‘world.” Towards the end of Relational Aesthetics,

Nicholas Bourriaud comments:

If Kant admitted landscapes and all natural forms in the field of applied
aesthetics, we know that Hegel reined in this domain by reducing it
exclusively to that specific class of objects formed by works of mind.
Romantic aesthetics, from which we may very well not have really
emerged, postulates that a work of art, as a product of human

subjectivity, expresses the mental world of a subject. 162

This comes towards the end of Bourriaud’s book where he refuses the Romantic idea of
the subject in favour of ‘polyphony’, “of that rough form of subjectivity represented by
many-voiceness, [in stead] of a sterilising, reifying fragmentation.” 163 Other than
maybe Kiesler’s project, the buildings that have been discussed in this thesis can be
positioned within Romanticism; not so much for their form as for the gesture of posing
the individual before society. However, 1 maintain that the thought spaces they built,
though authorial in implication, provide an important ground for poieses, the space
required to bring production into presence. I became sensitive to this when walking
through the district of Esenyurt. collecting material that could contribute to one of the
models. Though making them would be technically simple on any site, I still wanted a
space that was distinct, an un-public position, that gave room for doubt, and if
necessary, inaction. Then if what was made, eventually went on to dissolve into the

polyphony of Entre-polis, there would still have been a moment, even for painting.

161 Kjesler, in writing on his project says, “The Endless House” is called “Endless” because all ends meet,
and meet continuously,” later he adds, “The concept is the thing, not the execution.” Kiesler, J. 1996.
“The Endless House”: A Man-Built Cosmos” in Frederick J. Kiesler, Selected Writings. Ed. Gohr S. &
Luyken, G., Vienna, Verlag Gerd Hatje. p. 126

162" Baurriaud, N., 2002. Relational Aesthetics. Trans. Pleasance, S. & Woods, F., Dijon, Les presses du
reel, p. 92

13 1bid. p. 93
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Appendix
Endless After Words

The relationship and in turn the difference between representation and presentation.]()4
This, of course, is a way of indicating the difference between what a work of art is, as
opposed to what we might claim a thesis does.'®> We should never ask of a work of art

what it cannot do and what it should not be compelled to answer. 166

164 The distinction between presentation (Darstellung) and representation (Vorstellung) was first opened
by Kant in The Critique of Judgement, 1987, translated by Pluhar, W, Indianapolis and Cambridge,
Hackett. The root word Stellung means to place, make stand. ‘Vor’ means before, therefore ‘Vorstellung’
is to put something in front of something else, hence to represent, to mean, signify and introduce. (Inwood,
M. ed. 1999. A4 Heidegger Dictionary, Wiley-Blackwell). For Kant, to represent suggests making a mental
picture of an object in the world and is closely associated with the idea of the subject and is our primary
mode of relating to the world. Presentation (Darstellung), in contrast has the implication of exhibiting or
staging examples. Kant writes in his Third Critique, “Concepts of the Understanding must, as such
always be demonstrable (if, as in anatomy, demonstration is understood in the sense merely of
presentation). In other words, the object answering to such concepts must always be capable of being
given intuition (pure or empirical); for only in this way can they become cognitions” (CJ 57, Remark
1:210). George Hartley writes, “The job of presentation, then, is the production of intuitions, which
means that it is the activity of the imagination, the source of our intuitions. Imagination is the faculty of
presentation and as such, is responsible for the demonstration or exhibition of concepts of the
understanding or of reason; its job, then, when the goal is cognition, is the staging of examples (or
empirical intuitions) that illustrate and verify the concepts of understanding—the understanding being the
legislative faculty of cognition.” (Hartley, G., 2003. The Abyss of Representation. Fish. S. & Jameson, F.
ed., Duke University Press. p.26) Alison Ross describes two intellectual patterns that occur for aesthetic
presentation in Kant’s Third Critique. The first operates through a type of structural dislocation where the
detachment of aesthetic judgement from practical, cognitive fields gives a special connection to ideas.
Through this dislocation (for example art’s dislocation from functional contexts) a path is opened for
material things to be seen to have a capacity to present ideas otherwise not accessible to forms of sensual
experience. The second pattern Kant distinguishes the presentation of a material content from the
presentation of the relation taken to this content. “It is through the relation to a material form that ideas
not otherwise cognitively or practically determinable can be established, determined and qualified.” Ross,
A., 2007. The Aesthetic Paths of Philosophy, Presentation in Kant, Heidegger, Lacoue-Labarthe, and
Nancy. California: Stanford University Press, p.15

185 In his essay Goethe’s Elective Infinities, Benjamin uses the term “the ideal of the problem™ as that
which constitutes the precise relation of the work of art to philosophy. He envisages this term as a virtual
question, an ideal, which if asked of philosophy could provide a unified solution to all its problems taken
together. Such a question cannot be asked as no question is able to encompass the unity of philosophy.
Yet even though unattainable through enquiry, “there are nevertheless constructions which, without being
questions, have the deepest affinity with the ideal of the problem. These are works of art.” Benjamin, W.,
2004. Selected Writings: Volume 1, 1913 —1926. 6™ ed. Harvard University Press, p. 334

1% 1t may be too early to refer to Wittegenstein’s final proposition “What we cannot speak about we must
pass over in silence,” (Wittegenstein, L., 2002. Tractatus Logico-Philosophicus, Routledge Classics,
p.89), particularly as his thinking will only be lightly touched on in this thesis, yet his statement can at
Jeast be used to draw attention to the limits of what might be asked of a work of art. Benjamin, though
deeply committed to the philosophical potential of the work of art. also cautions making demands that
should only be appropriate for philosophy to answer and that might otherwise deteriorate into prying and
seeking to unravel the work’s enigma. “Let us suppose that one makes the acquaintance of a person who
is handsome and attractive but impenetrable, because he carries a secret with him. It would be
reprehensible to want to pry. Still, it would be surely be permissible to inquire whether he had any

100



Art history as a singular discipline is unsuited for containing all the different impulses at

play.l(ﬂ

Frederick Keisler’s life-work which retained a provisional character of the model and

was never to be realised in any conclusive or finite way. 168

siblings and whether their nature could not perhaps explain somewhat the enigmatic character of the
stranger. In just this way critique seeks to discover siblings of the work of art. And all genuine works
have their siblings in the realm of philosophy. It is, after all, precisely these figures in which the ideal of
philosophy’s problem appears.” (Benjamin, W., 2004. Selected Writings: Volume 1, 1913 —1926. 6" ed.
Harvard University Press, p.333

167 When using a term the ‘history of art’ T draw on the distinction that Georges Didi-Huberman makes
between the ‘genitive subjective’ and the ‘genitive objective.” He writes, “I specify immediately: the
history of art in the subjective genitive sense, which is to say in the sense that art is the bearer of its own
history, as opposed to the objective genitive sense (where art is understood first as the object of historical
discipline).” (Didi-Huberman, G., 2005. Confronting Images. Questioning the Ends of a Certain History
of Art. translated by Goodman, J. The Pennsylvania State University Press, p.39) Whereas the latter sense
of the word would make it unthinkable to bring works with differing cultural, social and political contexts
from different eras into relation, understanding that a work is the bearer of its own history opens out the
possibility of a fruitful dialectic with the other. Didi-Huberman has questioned the iconology evident in
the work of art historians such as Panofsky for the tone of certainty they bring to the art work. He
identifies in this attitude a neo-Kantian adaptation which purports to a rigorous schema but in effect
closes the work down through its assumption of an object truly grasped and fixed in time. Alternative to
Panofsky, whose intention was to ‘explain’ an image beyond all expressive values, he favours the
philological approach of Aby Warburg who sought, in ‘understanding’ an image, to liberate an expressive
value, transcending, in anthropological terms, all signification. “That is why Panofsky brought his work
to a close with a return to an iconography ever more attentive to the identification of motifs (isolated as
entities), whereas Warburg never ceased subverting jconography through his analysis of the
contamination of motifs (amalgamated into networks). There where Panofsky kneaded together the
modesty of the humanist scholar and the conquest of knowledge, Warburg made the effacement of the
philologist rhyme with true tragedy of knowledge: a Kantian victory of the (axiomatic) schematism
versus a Nietzschean pain of (heuristic) Romanticism.” (Ibid. Preface p. 23) An example of Warburg’s
concern for a more fluid, less iconographically rigid scholarship can be observed in his appreciation of a
Ghirlandaio fresco of the slaughter of the innocents in Bethlehem, “However, establishing the individual
archaeological details is not the main point; what is essential is that the primitive Quattrocento, which we
enjoy so much for its “naive” tranquillity, has here lapsed into an extremely baroque gestural language.
And this has occurred, moreover, precisely because of the pagan art of his ancestors.”( Warburg, A.,
1914. “Painting of the Early Renaissance” in Art History as Cultural History, Warburg's Projects,
Woodfield R. ed., 2001, G+B Arts International, p. 23) Mathew Rampley has commented on the affinities
that exist between Warburg and Benjamin, particularly a shared interest in cultural memory and
Benjamin’s dialectical method in relation to Warburg’s dialectical iconology. (Rampley, M. “Mimesis
and allegory on Aby Warburg and Benjamin.” Ibid p.121). Yet it is perhaps in pushing research forward
to the point where the ‘insignificant’ becomes ‘significant’ that Benjamin and Warburg are at their
closest. Benjamin in The Rigorous Study of Art writes, “Instead it is the inconspicuous aspect—or this and
the offensive aspect (the two are not a contradiction)—which survives in true works and which constitutes
the point where the content reaches the breaking point for an authentic researcher.” (Benjamin, W., 2004.
Selected Wrtings: Volume 2, part2, 1931 —1934. Jennings, M. ed., Harvard University Press. p.668) in his
dissertation The Concept of criticism in German Romanticism, identifies one of the achievements of
Romantic critique as to overcome aesthetic dogmatism. He writes, “The Romantics, unlike
Enlightenment, did not conceive of form as a rule for judging the beauty of art, or the observance of this
rule as a necessary precondition for the pleasing or edifying effect of the work. Form did not count for the
Romantics either as a rule in itself or even as dependant on rules.”(Ibid).
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This in turn, touches the relation either of the model or the fragment and the possibility
of completion or of a totality. In philosophical terms the relationship between the finite
and the infinite became the way in which the claim of truth was posited within

Romanticism. '*°

1% Though 1 directly refer to Kiesler’s ‘Endless House’ in the chapter relating it to Bruegel’s Tower of
Babel, the term ‘Endless’ reflects a wider concern I have with the possibility of an ‘on-going project’ as a
method of praxis. Friedrich Schlegel, in an Athenaeum fragment, defines the notion of the project thus:
“A project is the embryo of a developing object. A perfect project should be at once completely
subjective and completely objective, should be an invisible and living individual.”(AF 22) By ‘subjective’
Schlegel is implying a product of individual freedom while the ‘objective’ refers to a work of sensuous
form. The achievement of the ‘perfect project’ is yet to be realised, as it remains an embryo, in a state of
developing and becoming object. This sense of constantly in the process of becoming is particularly
linked to Schlegel’s understanding of Romantic poetry. “Other Kinds of poetry are finished and are now
capable of being fully analyzed. The romantic kind of poetry is still in the process of becoming; that. in
fact is its real essence: that it should forever be becoming and never perfected. It can be exhausted by no
theory and only a divinatory criticism would dare to try and characterize its ideal. It alone is infinite, just
as it alone is free; and it recognises as its first commandment that the kind of poetry is the only one that is
more than a kind. that is, as it were poetry itself: for in a certain sense all poetry is or should be romantic.”
(AF 116) In this way Schlegel links the poem’s ‘continual becoming’ with a sense of the infinite which
has an affinity with Kiesler’s understanding of ‘Endlessness.” Kiesler, in writing on his project says, “The
Endless House” is called “Endless™ because all ends meet, and meet continuously,” later he adds, “The
concept is the thing, not the execution.”(Kiesler, J. 1962. “The Endless House™: A Man-Built Cosmos” in
Frederick J. Kiesler, Selected Writings. Siegfried Gohr & Gunda Luyken, ed. 1996, Verlag Gerd Hatje. p.
126) The emphasis on the ‘idea’ of the endless house rather than its ‘execution’ was not for want of the
architect’s trying. Dieter Bogner in his introduction to the project maintains that “despite tireless efforts
on his part and numerous attempts—its practical realisation has never come to pass. With a coherence
bordering on the obsessive, right up to the very end of his life he cherished the idea of achieving a
radically new synthesis of form and content, starting out from the model of the detached one-family house
and following a long, detailed process. The material from which this “endless” dream is made is
undoubtedly heterogeneous: a few models, a fair number of sketches, drawings and plans, photos of
shows and exhibitions and also manifestos, impeccably laid together with theoretical dissertations and
poetic texts and last but not least, jottings in his diary, all of which create a background, a kind of mosaic
from which we can reconstruct complex aspects of form and content implicit in the “Endless House.”
(Bogner, D. 1998. Friedrick Kiesler, Inside the Endless House, Béhlau Wien, p.19). Two elements of
Bogner’s commentary on Kiesler’s legacy, its fragmentation and lack of completion, puts it firmly within
the Romantic project. Simon Critchley notes that, “the specificity of the fragment, its uniqueness, is that it
is a form that is both complete and incomplete, both a whole and a part. It is a form that embodies
interruption within itself. That is to say, the fragment fails. Thus, the success of Jena Romanticism is the
development and deployment of a genre that embodies failure within itself, whose completion is
incompletion, whose structure is essentially ambiguous.” (Critchley, S. 2000. “Unworking Romaticism”,
in Very Little... Almost Nothing. Routledge. p-123)

19 Talking of the fragment, “It is simultaneously the whole and each part. Each fragment stands for itself
and for that from which it is detached. Totality of the fragment itself in its completed individuality. It is
thus identically the plural totality of fragments, which does not make up a whole (in, say a mathematical
mode) but replicates the whole, the fragmentary itself, in each fragment” Nancy, J.L. and Lacoue-Barthe,
B.1998 The Literary Absolute, theory of Literature in German Romanticism. State University of New
York Press, p.44

“As an indicator of a process rather than a fixed state, this term is in agreement with the important
Athenaum fragment 116, where the “particular essence” of romantic poetry is “that it should forever be
becoming and never be perfected.” And in a certain manner, fragment 116 defines the totality of
“romantic poetry,” that is, the totality of poetry, as fragment. What we have read thus indicates that the
fragment must have the characteristic of the work, and of the work of art.” Ibid.
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The idea of the fragment thus serves a double function within my project, because it
occurs both within my work on the level of form, but it is also an approach to thought.
The essay form itself which I have employed issues out of this concern with the idea of

the fragment. 170

“What he has put into his work with manifest intention, the artist seems instinctively, as it were to have
depicted therein an infinity, which no finite understanding is capable of developing to the full. To explain
what we mean by a single example: the mythology of the Greeks, which undeniably contains an infinite
meaning and a symbolism for all ideas, arose among a people, and in a fashion, which both make it
impossible to suppose any comprehensive forethought in devising it, or in the harmony whereby
everything is united into one great whole. So it is with every true work of art. in that every one of them is
capable of being expounded ad infinitum, as though it contained an infinity of purposes, while yet one is
never able to say whether this infinity has lain within the artist himself, or resides only in the work of art.
By contrast, in the product which merely apes the character of a work of art, purpose, rule or lie on the
surface, and seem so restricted and circumscribed. that the product is no more than a faithful replica of the
artists conscious activity, and is in every respect an object for reflection only, not for intuition, which
loves to sink itself in what it contemplates, and finds no resting place short of the infinite.” German
Idealism: An Anthology and Guide, O’ Connor and Mohr, G. ed., 2006, Edinburgh, Edinburgh University
Press, p.255.

170 | have found the essay form most appropriate for holding together and presenting the different
trajectories of thought that the assembled buildings and paintings, under discussion, pose. In Adomo’s
words, “The essay freely associates what can be found associated in the freely chosen object.” (Adorno,
T., 2000, “The Essay as Form?, in The Adorno Reader, Brian O’Conner, ed. Blackwell Publishing, p.99).
Adorno, has attributed to the essay form a means of providing a critique and an alternative to the
prescribed and supposedly scientific methods presented in more conventional philosophical texts. He has
identified in this form an openness to experience that contrasts with what he calls the ‘identity’ or
‘positivist’ consciousness which preconceives both the form of the text and the order of experience. He
explains that, “Since the time of Bacon, who was himself an essayist, empiricism — no less than
rationalism — has been “method.” Doubt about the unconditional priority of method was raised, in actual
process of thought, almost exclusively by the essay. It does justice to the consciousness of non-identity,
without needing to say so, radically un-radical in refraining from any reduction to a principle, in
accentuating the fragmentary, the partial rather than the total.” (Ibid p.98) Adorno sees the essay form as
reflecting reality by thinking in fragments and gains its unity only by ‘moving through the fissures, rather
than by smoothing them over.” He defends such a fragmentary approach against what he sees as ‘the
givenness of totality,” which assumes that the object can be presented in an airtight deductive system.
“The essay, in contrast, takes the anti-systematic impulse into its own procedure, and introduces concepts
directly, “immediately,” as it receives them. They gain their precision only through their relation to one
another.” (Ibid p.100) Rather than progressing in a linear direction, he likens these fragmentary relations
to the weave of a carpet, where the fruitfulness of the thoughts depends on the density of the texture. “If
the essay struggles aesthetically against that narrow-minded method that will leave nothing out, it is
obeying an epistemological motive. The romantic conception of the fragment as an artefact that is not
complete in itself but openly striding into infinity by way of self-reflection, advocates this anti-idealist
motive even in the midst of idealism.” (Ibid p.104 ) What the over-arching concept merely pretends to
accomplish, the essay’s method recognizes as insoluble while nevertheless attempting to accomplish it.
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Benjamin and Heidegger: without necessarily attempting to resolve the two figures or
even explicitly finding a position. Benjamin wrote in 1930 that he wanted to establish a

small reading group to ‘demolish’ Heidegger’s thinking."”

The two major essays both drafted in 1935, Benjamin’s and Heidegger’s, do exhibit
many of the same preoccupations, for instance the absorption of art into aesthetics as a
major issue with modernity, the relationship of art and technology, art and time, and the

relationship of the work to the author being the major points of connection.'”” Both

17! Esther Leslie refers to Benjamin’s letter to Scholem. “[Benjamin] revealed plans, currently thwarted
because of Brecht’s absence, to initiate a small reading group in order ‘to demolish Heidegger.” Leslie,
E., 2007. Walter Benjamin, Reaktion Books. p.104 GB 3, p.522. Benjamin’s critical attitude towards
Heidegger is well documented in the German edition of his collected letters which have not been
translated into English. In a 1935 follow up letter to Dolf Sternberger, when he had already explained he
differed from Heidegger’s philosophy, Benjamin went further speaking of the philosopher as the
‘repulsive object’” of Sternberger’s study. (Hanssen, B., 2005. Benjamin or Heidegger: Aesthetics and
Politics in an Age of Technology. In A. Benjamin, ed. Walter Benjamin and Art. Continuum, p.257). Itis
worth noting the very different circumstances and political sympathies of the two thinkers at the time of
writing. Benjamin as a Jewish Marxist refugee was restlessly wandering Parisian streets and annotating in
libraries while Heidegger was rector of the Albert-Ludwigs-University of Frieburg who had already
complained in a letter dating 1929 of the “Jewification of the German mind” Kisiel, T., 2002.
Heidegger’s Way of Thought. Continuum, p.2. David Farrell Krell has observed that Heidegger’s
relationship to National Socialism even after the war remains ambiguous, particularly in light of his
complete silence over the extermination of the Jews in the death camps. “While always ready to
commiserate with the German soldiers and refugees in eastern Europe, and while always prepared to
bemoan the plight of a divided Postwar Germany, Heidegger consigned the horrors of the Holocaust to
total silence” (Heidegger, M., 1979. Introduction to the Paperback Edition. In Neitzche by Martin
Heidegger Volumes One & Two. Translated by David Farrell Krell, 1991. Harper One, p.12).

172 annah Arendt comments in her introduction to /[luminations, “that without realising it... Benjamin
actually had more in common with [Heidegger] than he did with the dialectical subtleties of his Marxist
friends’; for like the Frieburg existentialist, he listened to the tradition that does not give itself up to the
past but thinks of the present.” (Benjamin, W. (1999) /lluminations, London, Pimlico). Beatrice Hanssen
has noted that both Benjamin and Heidegger were responding to the philosophical legacy of Hegel
through Nietzche concerning the art work but with very different results (Hanssen, B., 2005. Benjamin or
Heidegger: Aesthetics and Politics in an Age of Technology. In A. Benjamin, ed. Walter Benjamin and
Art. Continuum, p.77).1t is clear that though there are common concerns between the texts, the
conclusions drawn radically differ, particularly in their attitudes to aesthetic theory and technology. In
regards to aesthetics, Heiddegger sought to answer Hegel’s diagnosis of ‘the end of art’ by interpreting
Nietzche’s aphorisms on art, specifically those to be found in the unfinished Will To Power, as a return to
a rapturous being in the proximity of what appeared at a distance, namely aletheia. “Rapture as a state of
feeling explodes the very subjectivity of the subject. By having a feeling for beauty the subject has
already come out of himself; he is no longer subjective, no longer a subject. On the other side, beauty is
not something at hand like an object of sheer representation. As an attuning, it thoroughly determines the
state of man. Beauty breaks through the confinement of the “object” placed at a distance, standing on its
own, and brings it into essential and original correlation to the “subject.” Beauty is no longer objective,
no longer an object. The aesthetic state is neither subjective nor objective. Both basic words of Nietzche’s
aesthetics, rapture and beauty, designate with an identical breath the entire aesthetic state, what is opened
up in it and what pervades it.” (Neitzche by Martin Heidegger Volumes One & Two. Translated by David
Farrell Krell. Harper One 1991. p. 123. Heidegger regarded the absorption of the artwork into aesthetics
as regrettable as it signalled the erosion of the artwork’s ‘knowing’ relation to truth. He writes in his essay
on the artwork, “until now art presumably has had to do with the beautiful and beauty, and not with
truth...In fine art the art itself is not beautiful, but is called so because it produces the beautiful. Truth, in
contrast, belongs to logic. Beauty, however, is reserved for aesthetics.” Heidegger, M., 1971. The Origin
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