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Abstract

This project uses and researches a particular art practice and its works. In it political
and critical architectural strategies converge — convergences currently researched,
generally, in cultural fields as modes of countering dominant techniques of governance.
It investigates and, crucially, enacts and embodies such architectural art practice as a

mode of having knowledge through the figure of non-construction.

As ‘creative work” and ‘text’, in a confluent screening of films and live broadcasts
in the Cinema Car as the base of encounter and conversation, and in a confluent writing
of quotations and comments along practical, philosophical, and theoretical positions, it
addresses and makes the gesture and term of non-construction, now employed in new
locations and formulations, available for uses and debates on and in current practices

and works of art.

The work draws on diverse fields spanning prehistoric life and art, the relation
between art and life since the 1970s, discursive art practice, documentation,
cinematographic and theatrical practices, curatorial practices, the relation between
ideology, infrastructure and architecture, continental philosophy, and current practices
of theory. Particular attention has been paid to the work of Georges Bataille and Walter
Benjamin, accompanied by modern and contemporary thinkers and practitioners in art

and architecture, often set in unexpected dialogue.

The work is a reflection on praxis. The Study performs a reduction of
architectural art practice to discursive practice, supposedly the legitimate contender of
contemporary art, revealing the architectural typology of the study as a spatial and
material factor of discourse, applicable to the current problematic. A Voiding draws back
such practice to architectural art practice probing the strategy of voiding as the
discursive architectural gesture of encounter. Building Cinema, finally, actually building
films and cinemas, reclaims the practice of filmic documentation as such a discursive

architectural art practice.

Maintained in an economy of overspending, whose aim is not production but an
understanding beyond it, the material offers artists the possibility of encounter along
architectural strategies of non-construction. It also contributes to architectural discourse
offering new possibilities for engaging with architecture through the work of art’s

transgression of construction’s ideological constrains.
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Figure 2 Hardliz, B., Notre Dame du Haut chapel by Le

Corbusier in Ronchamp, drawing, 2015
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Foreplay

When do you work? Now... What are you paid for? Nothing — but: nothing! How do
infrastructures, apparatuses, and forms of life influence our work? Work is a form-of-life
that can either be dignified or subsumed by infrastructures and apparatuses. How do we
influence them? 7%is is why it is important, whenever possible, to affirm and dignify
infrastructures and apparatuses as places and organisations of negative critigue. What don’t
you capitalise in your life? /7 is possible not to capitalise. It is a question of differentiating the
two meanings of ‘representation’. Who determines funding policies? 7%e police, I guess, as it
regards policies...? Does a PhD make one happy? Walter Benjamin bought Paul Klee’s
drawing Angelus Novus in 1921 and lefi it with Georges Bataille in 1940. Benjamin ended his
life today, 26 September 2017, 77 years ago. { finish writing my Ph.D. thesis today. Who is
allowed to do research? Research is not allowed by someone but demanded from everyone —but
not everyone can allow oneself'to do research as such a social interlocution. How white is your
research community? Very white, unfortunately. That’s something to work on. Where does
your work stop? At a stop sign— but then it moves on. What goes in your CV? / wonder, too...
Which currencies does our work circulate in? Some call it ‘friendship’. How is your
enterprise doing? /t’s a spaceship. I guess it’s fine. It has a guardian angel. How many
projects can one pursue at the same time? Countless, but I wonder whether ‘pursue’is the
right term? Can “work done out of love” be paid for? /r must be paid for. How do we change

our working conditions by talking about them? Not sure we can. 1'd rather say: use them...

A bibliographic reference that relates to the topic of the conference and that is of

importance for you:

Klee, P. 1920. Angelus Noyus. Drawing, monoprint, oil transfer method with water colour,

31,8 em x 24,2 em. Since 198 at Isracl-Museum in Jerusalem.

(My responses to the questions of the SARN Conference 2017, ZHdK, December 8 and g,
on Art Research Work)

/
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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

To plumb the depths of language and thought

... by drilling rather than excavating.

Walter Benjamin

Figure 3 Hardliz, R, faire corps, tilm, Berne, 2015, filmstill:
the author, 2015

Figure 4 Benjamin , W., Walter Benjamin in the
Bibliotheque Nationale in Paris, photo: Gisele Freund, 1937
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Introduction

Engaging in institutions does not mean to conform to them. Rather, demanding that it
could be otherwise and doing it otherwise means changing the existing conditions. It
means making the lack of institutional infrastructure evident by affirming and dignifying
it, unilaterally, thus saving it from its inferiority. Everything is on the table, equivalent,
not to make it transparent, but for its dignity, because it’s worth it. We say: that is the

way in which it is worth it!

In this thesis I put everything on the table, not as honest critique but as a
critique with an honest strategy. It consists of written and non-written work that should
be of interest for discussion, in both content and form, not in terms of the quality or
novelty of what it has produced but, hopefully, in terms of how it makes us understand

something | subsume under the term non-construction in a new light.

This work is political because it touches on the conditions under which it is
being produced. It affects them. It does not have a particular aesthetics, nor is it trying
to escape or avoid either academic or artistic conventions. It pushes certain textual and
non-textual material to the point of negation, through writing and other forms of
practice —architectural gestures and documentary filming in particular. Neither
antagonistic nor escapist, this approach both touches and distantiates. As opposed to
‘avoiding’ I call it: ‘a voiding’. Voiding means encountering while keeping an original
relation to one’s ways of doing and using, one’s ethos. In voiding not only the
institutional infrastructure one encounters is due to change but the voiding subject

itself. It becomes subject by voiding and being voided in return.

There is a void in voiding. Negating an institution by affirming it results in
negating oneself by affirming oneself as the experience of a new subject. The work is
critical and self-critical. What is lost is not experienced as loss but as a critique. Art can

do this: it provides the experience of a new critical subject by negative affirmation.

The notion of ‘non-construction’ relates ‘voiding’ to the realm of architecture.
Non-construction affirms architecture as a site of destruction. This is not destruction
understood as a means towards a constructed end; rather, it is destruction understood
as non-conformist construction. It says more than form alone can say. It destroys the
conformity of existing form by not building on it, by not construing. Rather, it attempts

just building.



Architecture becomes a political subject when it succeeds in building as a means
in itself, building understood as both the practice of building and the object building. It
1s building as an architectural language not of assembling words, but as speaking. There

is the architectural gesture: it speaks.

The two parts of this thesis speak as gestures. At times, they take ‘words’ or
‘images’ from each other, not as empty shells, but to make them speak in their own
right. The point of the text is to write as work and not to write about work. The only exit
for relating to work other than text is to write about such work as a form of writing as
work. This is also reflected in the final non-written part of the thesis, the Cinema Car. It
1s analogous to the text but using different practices. It parallels text as a spatial

discursive art practice.

From an artistic point of view there is no difference between the introductory or
conclusive sections of the thesis and the main text. Nevertheless, the latter, by not
confronting the thesis in an evidently reflexive way, allows examining language as a form
of writing with gravitational shifts and turns, as an experience of language rather than
an argument. However, the experience of language speaks. The same is intended for the
filmic documentation shown inside the Cinema Car, as well as for the Cinema Car

itself—it is meant to speak.’

Retroactive Summary

When I started the study for a Ph.D. in which the ‘creative work™ of one’s practices

‘forms the point of reference and principal mode of enquiry’, I asked myself what that

"I acknowledge Gayatri Chakravorty Spivak’s claim that the subaltern cannot speak. However,
what is the task of the intellectual vis-a-vis the artificial machine in times humanity as a whole
becomes subaltern to it? Is it up to the machine to constitute (darstellen) us? How to prevent the
machine from substituting (vertreten) us? Or do we have words and gestures and means to use
them that would void the machine of its representative power putting spoken and gestural
speech of the intellectual into play to stage the speechlessness of those who cannot speak?

* In the Regulations for Research Degree Programmes of Middlesex University the terms ‘creative
work” and ‘text’ are used to differentiate the written thesis from ‘work [which] forms the point of
reference and principal mode of enquiry for the submission’. (21) I use these terms in quotation



practice is. Is it really the architectural art practice I was practicing before the study, or
is it not, rather, studying? Once I embark on the study for a Ph.D., isn’t then the
practice of studying the main practice and therefore the practice at stake? Shouldn’t the
first question be, then, what it means to study? Taking the study-practice for a Ph.D. as
the starting ‘point of reference and principal mode of enquiry for the submission’
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 study is not merely an activity but also a
spatial typology.” This understanding allows the introduction of the ‘creative work™ of
practices —architectural art practices in my case —as a practice that is not exterior to the
study, as a distant object to be studied, but rather as an architectural art practice of
studying. The method consists in reducing all the practices to the point where nothing
but studying remains as a practice that can bear witness of the particularities of one’s

work.

Such a reduction and the detection of what bears witness is a form of research. It
detects and posits the study as architectural art practice. Studying, from then on, is not
just the intellectual practice of studying: it is the spatial practice of studying. The
indistinguishability between studying and the study as architectural art practice creates
a problem with regard to academic conventions as opposed to properly artistic methods.
Even though it seems clear that the very creation of this indistinguishability is a
properly artistic method it must 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 indistinguishability between studying and the study as architectural art practice

along language, speech, and writing.

Nevertheless, this indistinguishability —or the liberation from the need to
distinguish — offers another base the main characteristic of which is openness. This
openness is not arbitrariness. Decisions are taken upon criteria but they are not taken in
order to achieve something. Rather, they are being taken in order to work out where

these decisions lead.

marks while at the same time contesting the principality of ‘creative work’, because 1 claim that
writing forms an equivalent ‘point of reference and mode of enquiry’ for the thesis. There is no
principal mode.

3 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:
Leibenwein 1977.



Obviously, documentation must be an essential part of research that questions
itself (a research of questioning, of questions rather than answers). Again, however,
documentation is not so much a result that can be evaluated afterwards. Documenting is
a part of the complex practice of studying and therefore, an active and integral part of
the exploration of studying. Importantly, however, documenting opens a gate to visual
and haptic forms of perception that distinguish themselves, at least as a first declaration,
from the conceptual and linguistic determinations of discursive practice. Following the
logic of the study, documenting can then be used to determine discursive practice anew

as visual and haptic, rather than maintaining its distinction from it.

The aim of the research—once discursive practice was established and explored
as an architectural art practice of studying—was to integrate any mode of architectural
arl practice as discursive practice (which I have also called, insufficiently, spatio-
discursive practice). The move of the study is, first, reductively inwards into an
architectural art practice as indistinguishable from discursive practice, and then
dispersively outwards into a discursive practice as indistinguishable from architectural
art practice. The first move —into discursive practice —merged my practices with the
question what it means to study today. 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.

This relation is original because the practice it generates does not depend on the
aesthetics of discourse. Yet, this practice differs from contemporary art practice in its
very discursiveness. [t speaks in order to understand what it says and, therefore, what it
has spoken is non-presentable: although it speaks it represents nothing - nothing but

the non-presentable act of speaking.

Filmic documentation played an essential role in the re-establishment of an
original relation between my experiences and my practices. The decision to work with
film in a setting that operates along my practices is already rooted in these practices:
filmic documentation as a means of expanding or blurring the site of the artwork.
However, a decisive moment of documentation related to this project was not filmic but
graphic. When after a car accident I was spending more time at home, my then five
years old daughter came to me with a black marker and said she was going to draw a
tattoo on my arm. | decided to have this drawing tattooed there, as a way of
documenting her work. This moment marked an exit from the academic aesthetics of
the study. At once there was another practice involved, related to many aspects of my

work, my research, and my history. Nevertheless, the new practice was potentially
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discursive and allowed a practical discursivity speak as an equivalent part of the thesis in

its own right.

The novelty in this practice may be explained by a shift of the centre of gravity in
the relation between the work and the documentating 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
emply moves of a given medium with meaning must be understood as an elaboration of

a useful determination of non-construction.

It is by the attempt of such a determination of non-construction that my
practices have changed. This—and the telling of this by means of the written thesis and
the Cinema Car to those who can make use of it and respond to it—is an original

contribution to knowledge.

Components of the ‘creative work’

Art

What is the practice at stake in research of which practice is a major component? What
is the difference between art practice and research practice? What does it mean,
specifically for an artist, to engage in such research? “The Study’ begins with such
methodological questions. They engage with art practice or artwork in terms of ethos,

that is, in terms of how things are being done, of specific habits and uses.

From a technical point of view my art practices are situated in the
transdisciplinary field of art and architecture. More precisely, drawing on my
professional architectural background, I engage in questions related to the ethos of
making architecture through art practices and engage in questions related to art through
the use of 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 for conclusions to be returned to architecture from



an artistic perspective. This hybrid operational field is always set in or in touch with

either the fields of architecture, the fields of art, or fields that are themselves hybrid.

Despite this technical clarity, the practical question of ethos with regard to a
mixed-mode study is less obvious. How and to which practice does the study relate at
the moment one’s main practice becomes studying itself? Intuitively, the answer from a
standpoint of ethos was clear from the beginning: there cannot be a separation between
research practice and art practice, between the practice of studying and the practice of
being studied, within one and the same person. The only way to engage in studying
one’s own praclice is to use the practice of studying as one’s own practice by means of
one’s own habits, uses, or ways of doing; to find a way of engaging in the study as an

architectural art practice.

The separation between the two modes of the thesis is purely modal: there is no
hierarchy, no writing about practice or illustration of thought. There are two modes of
the same ethos: a research into and through architectural art practices, once in the mode
of writing, once in the mode of other—visual, haptic, acoustic, etc.—practices. The
double meaning of the word ‘study’ reflects this double modality of the thesis, though
not in a congruent way: the study as both research practice and an architectural

typology. Both aspects of the study reappear in both modes of the study.

To engage in studying as a visual arl practice, the first step, as suggested above, is
to visualise the activity of studying as a spatial activity in a study room, by documenting
it with visual media, i.e. the medium of film. As is well known, each practice when being
documented — if conscious of it — changes under the apparatus of documentation.”
Documentation as such and its intrications with distance and neutrality is not at stake

here. Strategically, it moves straight to documenting as an architectural art practice.

As the activity and the space of the study are merged—to study in a study—the
two modes of the thesis, ‘text’ and ‘creative work’, merge as well, i.e. in the following
ambiguous notion: ‘to write on a wall’, which can mean ‘to write about a wall” or ‘to
write on top of a wall’. Writing is evidenced as a spatial practice. The documentation of
building a wall and of the writing about this wall on top of it makes evident the spatio-
discursive complex of questions that is related to spatio-discursive practice from the

start. The spatial metaphors ‘to write on top of a wall’ and ‘to build on top of a wall’

" See i.e. Mieke Bal’s investigation of ‘first’, ‘second’, and ‘same personhood” in ‘description’ as
‘narralive epistemology’, (1993, 293-320) or how Pierre Bourdieu introduces ‘temporal strategy’
into anthropology on the basis of his observation that ‘the object of [...] study contains |...]
theoretical distortion inasmuch as [...] an observer [...] has no place [...] in the system observed
[which] inclines him |...] to reduce all social relations |...] to decoding operations’. (2012, 1)



repeal in the discursive metaphors ‘to write about a wall” and ‘to build about a wall’, the
latter demonstrating the apparent discursive potential of spatial practice. The new wall
was indeed parallel to an existing one, separated by only one foot. The new wall was

built about another wall.

Equally, the practices of writing and building may be related by means of
‘writing on a text’ or ‘building on a text’. The spatial metaphors ‘to write on top of a text’
and ‘to build on top of a text’, which are to be taken literally, repeat themselves in the
discursive metaphors ‘to write about a text’ and ‘to build about a text’. How does the
building about writing relate to the writing about building? Obviously there is
knowledge conveyed in both practices. But what is being conveyed in building on top of
a building, that is to say, assuming that anything on top of which building takes place is
a kind of built ground: what is building as such? And what is writing on top of writing if
here too what is at stake is writing as such? These, retrospectively, may have constituted
the unconscious but central questions of the study. They concern both a non-
metaphorical use of architecture in writing and a metaphorical use of architecture in
architecture itself, on the one side, but also both a non-metaphorical use of writing in
architecture and a metaphorical use of writing in writing, on the other. However, they
attempt eclipsing these concerns by extending the metaphorical use of architecture in
architecture beyond a building about building onto a metaphorical use of building on
top of a building, that is to say, beyond the metaphorical use of existing architectural
images in architectural post-modernism. In analogy to pure language understood as the

communication of communicability, such a pure architecture would be a building of

buildability.

Writing a thesis is a spatial practice, however unspectacular. The documentation
of writing with a camera is a first attempt to grasp it by means other than the language of
words and concepts. Not surprisingly, such documentation changes the practice, not
only due to psychological reasons, but also to the technical conditions of
documentation. A study is often too small for the placing of a camera in such a way that
it can record the space and its walls in their full height. As a solution either the activity
can be changed 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. When scaled down to fit onto a

horizontal frame it allows two additional vertical images to be placed next to it. The
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result is a triptych, which in a concrete example I called A Portrait of the Artist Writing a

Ph.D.” (Figure 34)

Moreover, 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 practice of documenting changes both
the documented practices and the practices of reception. Indeed, any practise of
documenting research is itself a research practice that generates a change in both the
practices of research and the practices of its reception—the way in which we watch or

read its documentation.

The art practical works that originate within the frame of the thesis together with
works that precede or succeed it complete a triptych. A selection of these works are
contained within the book as images and within the Cinema Car as films thus

evidencing that the reading of the thesis necessarily draws on its own before and afier.

Moreover, the art practical work explicitly rooted in the thesis could be
tentatively organised as another chronological triptych: the tattoo, the work before and

the work afier.
The works before the tattoo are guided by the study of the study:
- on writing (A Portrait of the Artist Writing a Ph.D.)
- on reading (Ornament as the Science of Passionate Disinterests)
- on thinking (faire corps, or, Maybe Thinking)

In this period, however, there is a lot of other work emerging that is less explicitely
linked to the study, yet related to it. It consists in work emerging from institutional
research projects (Building Building, Just Architecture?, World Ornamental FForum), or non-
institutional art practices (Are you here for the gravity?, Annunciazione, Exit Strategy 1,
Dendriform, Art Works vs. Artworks). This third, relational triptych—as explicitly related
to the thesis, as related to institutional research, or as related to independent art
practices —is not chronological, but rather stratifies the work throughout the study.

However, the tattoo marks the end of a clear separation of these strata. It is through the

% See: hitps:/www.researcheatalogue.net/profile/show-work?work=3826-8

If using a print version of this thesis, to avoid typing the URL for each video, go to the
‘exposition’ called Films for thesis 'wall sandwich'— The Architetural Gesture in Art Practice from
Destruction to Non-Construction in my profile (Ronny Hardliz) on the Research Catalogue, where
you will find all the films referred to in this thesis:

https://www.researchcatalogue.net/view/3q1954/391955
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experience of the tattoo and the questions it raises regarding rejuvenation, staging, or
the inheritance of talent or trauma, that a new art research practice emerges. This
practice is liberated from the systematic study of the study while at the same time it

incorporates its methodologies.

The works afier the tattoo are thus guided by a liberated study of non-

construction:
- on rejuvenation (Unoccupied Territories)

- on movement image (film in Jericho; film with Abshalom Ben Shlomo;

Cinema Car)
- on staging (visit of Cinema Jenin; Horizonality)

- on gravity (Chauvet I11, or the Cave of the Forgotten Dreams; Lascaux V, or The

Birth of Art)

Finally, the Cinema Car—and the present text in another mode —is the container and
vehicle of the visual works that have been tentatively categorized above. Besides its use
as a cinema theatre for the presentation of work, the Cinema Car is also a broadcasting
device. The view of the driver can be projected directly on the screen behind the driver
thus generating a movie that moves while the car moves. The driver, who is also the

operator, can mirror the image vertically and horizontally. There is yet another mode of

mirroring though: the projection of a preliminarily recorded film showing a ride and the

attempt of the driver to match the real ride with the projected one, potentially evoking

serious nausea. This is the closest the Cinema Car itself gets to voiding.

Architecture

‘A Voiding’, as the expression affirming the annulling gesture of architecture, precedes
and follows the study. It precedes it logically as the ethos of a practice in place at the
beginning of the text. Research, however, is not logical in the sense that each step is a
consequence of the last. On the contrary, what precedes any study can only be named
afterwards, as a consequence of the study. The Study does not know from where it
comes until it arrives at a point where it has departed from itself. This point is reached
at the moment when continuing art practical commitments — integrated in an art

practical field and working independently along the study—cease to have a purely
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potential stake in the study. Then this art practical work ceases to be obliged to have an
explicit relation to the research. Then gestures themselves, architectural gestures in

particular, achieve a discursive quality of communicability related to the research.

At this point architecture speaks about architecture in architectural terms, using
architectural gestures as metaphors to tell a new architecture.’ Understood as
architecture of architecturability such architecture relates to but goes beyond a post-

modern ludic application of quotations and styles.

With regard to this research the moment when art practice turns into research
practice without the need of mediators —this moment is identified with the tattoo—led
to a distancing from the study of the study and to a liberation that allows translating the
sudden interest in questions of inheritance of talent and trauma as related to the tattoo
and the history of my family into a fictional research of artistic roots, which I also called
my (inexistent?) Jewish roots. Thus, the intuitive decision to undertake a research travel
through Israel and Palestine in February 2016. Surprisingly, those instantiations that at
the time of production seemed most explicitly related to the reasearched ‘voiding’,
however, turn out to be less productive than others. These initial instantiations are: first,
the work £xit Strategy,” (Figure 45) which consists in carving spherical bowls into an
abandoned concrete pedestal in front of the Museums of Bat Yam, produced with a an
angle grinder as a performance during the opening of the group exhibition 7%e 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; and second, the work Unoccupied
Territories,” (Figure 3¢, Figure 48, Figure 49) in which teenagers from the desert town
Arad, who were interested in learning how to become an artist, collaborate on an
artwork by digging a hole, which should become the scene of a short video, in the
garden of the local artist residency Art and Architecture Arad.” While the difficulty of the

first work is to create and maintain a relation with the exhibition that is both in touch

% Compare with the concept of ‘Architecture as Metaphor’, which the Japanese architect Arata
Isozaki defines with regard to both the current condition of architecture and Kojin Karatani’s
book with the same title. (Karatani 1995, vii—xiv) With Karatani’s discussion of ‘Wiltgenstein’s
architecture’ I became more interested in Wittgenstein’s thought. While it is not within the

scope of the thesis as it stands, I feel there may be work of relevance to be done in the future.

7 See: https://www.researchcatalogue.net/profile/show-work?work=3q1g72

8 The Kids Want Communism is a continuing collaborative engagement with a contemporary
8 8
determination of communism curated by the museum’s director curator Joshua Simon.

9 See: https://www.researchcatalogue.net/profile/show-work?work=3q1q62

And: https://www.researchcatalogue.net/profile/show-work?work=3q1964

 The residency is the outcome of an art and community project curated by artist and activist
Hadas Kader, Art and Architecture Arad, now extended to the Arad Contemporary Art Centre.
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with and out of reach for the exhibition, the difficulty of the second is the challenging

connotations evoked by digging a hole on Israeli territory.

While these instances address issues like youthfulness and rejuvenation, film and
documentation, graving and gravity, and while both employ voiding as a means of
distancing by being in touch, producing a comical excess as real life, now they also
appear as overly strategic and possibly even evasive. They lack the momentum of an
isolated gesture that does not only void the institution (the museum, the State) but

necessarily voids itself.

Such gestures of research travel are located elsewhere, as in the invitation from
the artist Shuka Glotman to visit him in the Northern Galilee to dig holes there; in the
filming of the road between old Jericho and new Jericho while riding the bicycle and
holding the camera in my hand;" (Figure 47) and at the cinema of Jenin in Palestine,
which by the very hope it emanates, in particular through programs for children,
threatens some Palestinians in their economy of victimhood: hope, joy, and creative
freedom provide enemies because they fuel arguments according to which the current
state is unproblematic. These gestures are important with regard to the decision to
transform my Volkswagen Multivan into a Cinema Car, the moving movies, and to drive
to the South of France in order to explore caves with prehistoric paintings. This is the

beginning of the chapter ‘Building Cinema’.

Before that, defining the turning point, the aforementioned gesture of my
daughter’s tattoo-drawing occurred. (Figure 36) Given that a tattoo drawing consists of a
large amount of small shallow holes in the skin into which ink is injected, my art
practice of digging holes could now be interpreted as a practice of drawing—even if
digging one single hole, then, is the most reduced possibility of drawing. Moreover, the
familial privacy and intimacy of this moment also reconnected my practice of filmic
documentation to my father’s passion for amateur super-8 filmmaking, which I have

mherited.

My daughter’s marking may be interpreted as a form of reversed inheritance of a
drawing talent. I never met my grandfather. Supposedly he was a talented draftsman. He
owned and ran several bookbinding factories in Prague before their confiscation by the
Czechoslovak Communist Party. My grandfather’s talent marks my daughter’s drawing.
It has passed through my body back onto my body: it is an indirect signature of

inheritance. I am marked by an inheritance, one that is not only hybrid, but also

" See: https://www.researchcatalogue.net/profile/show-work?work=3q1978




indirectly by the younger 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 gravily. These issues concern life and death rather than knowledge.

I could ask what were the entanglements of my family with the machinations of
the Nazi forces occupying the country during World War two, or if there are Jewish
roots in my family that have been subsurfaced for those very reasons. Quite on the
contrary, however, this research does not lead back to the roots, to my ancestors and
their imbrications with those historical issues that today touch all of us in the West. On
the contrary, it leads forward to roots. This is a specifically artistic use of inheritance.
The staking of my personal life and history in research allows for invigorated steps to yet
unknown terrains, which meet current urgencies that have seemingly nothing to do with
my past. Yet, related to the potential past of the tattoo, the past that is yet to come,

current urgencies attain a potential for alternate readings.

My research travel to Israel and Palestine may therefore be seen as a journey to
my Jewish and, indeed, Muslim roots. And my father’s passionate super-8 filmmaking
might be interpreted as such a step forward to the roots, as a step away from my
grandfather’s drawing back to an alternate form of drawing. My own step towards
architecture might be interpreted as such a step forward, retracing a genealogy from
making graphs to making cavities and unhinging gravities, which point towards a further
set of practices of acting. The tattoo, which might also be seen as the empty sign of
contemporary melancholia, symbolises and gives permission to become active with
potential sets of new critical architectural gestures, and beyond that, new forms of

culture.

Film

Following the research travel in Israel and Palestine, ‘Building Cinema’ was initiated
with field research to the South of France. With the converted Cinema Car 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 virtually present



origin. Chauvet I11 (or the Cave of Forgotten Dreams)” (Figure 40) is a film that relates to
the famous cave discovered in 199/ in the Ardeche, containing prehistoric paintings
aged approximately 36.000 years, closed to the public and with very restricted access
even for scientists. The public can visit a nearby replica called Chauvet 11, representing
a deformed composition of parts of the cave and its paintings. The aim of the filmed
work is to dig a tunnel from the top of the rock under which the cave is located,
attempling to enter it—in vain. In the film I mark the position of the tunnel with red
manganese pigments; however, I give up the work with the pickaxe once the red mark is
chopped off because the mark was gone (and the rock was too hard). I have merely
scratched the surface, seemingly leaving the rock as it was. The scene is shot with a
vertically rotating camera, which results in an image constantly moving from bottom to
top. This movement, rather quick, is unpleasant to watch. It induces experimenting with
the screening device on which the film is shown by moving it in the opposite direction
at same speed. In this way, the motive 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 form of voiding.

Lascaux V (or The Birth of Art)” (Figure 41) is a film that refers to the famous cave
discovered in 1940 in the Vézere Valley. It contains prehistoric paintings roughly 12.000
years old. The paintings in Lascaux were accessible to the public at the time of their
discovery, causing enormous damage to them due to massive changes of humidity,
temperature, and other physical or chemical factors. As in Chauvet, there is a replica of
parts of the cave accessible for the public in Lascaux 11, just a few hundred metres away
from the original. There is a travelling exhibition of some sections of the cave called
Lascaux [11 and last year Lascaux 1V opened down in the valley as an easily accessible
replica of the full cave. I attempt intruding into the original cave in a less physically
direct way. The camera rotates on the axes of the lens, turning the world upside down.
Intrusion becomes suggestive. I approach the world as if it was an object in the
gravitational field of a much larger mass, in the influence of which one would
necessarily fall like a meatball from a plate once the world has turned around.
According to this childish vision I do all I can to not fall by clinging to one of the trees

that grow above the Lascaux cave.

” See: https://www.researchcatalogue.net/profile/show-work?work=3qiqqq

% See: https://www.researchcatalogue.net/profile/show-work?work=392003




Components of the ‘text’

Art

‘The Study’ attempts situating spatiality in discursive practice. It grasps the
commensurability of a spatial practice, linked to architecture, with discursive practice. It
asks if in consequence discourse is intrinsically linked to language or if discursive
practice rather belongs to the realm of gesture. What is a gesture? The concept of
gesture used here is the one Giorgio Agamben detects 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 support.
Agamben puts gesture in the following formula: production is ‘a means in view of an
end’; praxis is ‘an end without means’; and gesture is a means without end. (2000, 56-7)
What is language? Certainly language here is not the language of linguistics. But it is not
the human who speaks either. Rather, in Walter Benjamin’s words, language is
something more akin to ‘the world essence [...] from which speech arises’, (Benjamin
2007a, 49)."" If such language arises from spatial materiality, how is discourse
differentiated from spatial art practice or, indeed, architecture? I approach these issues
through voices from the discursive field of visual cultures, artists and non-artists— Liam
Gillick and Tom Holert in particular—searching an artistic etfos that should, if indeed
applicable to discursive practice, reveal critical moments of differentiation, i.e. language

as spatial practice and language as non-spatial, purely conceptual practice.

This exploration of discourse turns towards two current and related art practices:
discursive art practice and artistic research. It identifies what the two practices may
learn from each other. Artistic research may learn 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
arl practice, on the contrary, may learn from artistic research that such political

potential is not limited to the conceptuality of language. Rather, given the

" Hannah Arendt uses these words of Walter Benjamin to describe what for him language is in
her introduction to /lluminations.
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commensurability of spatial and discursive practice, such political potential is related to

the discursive potential of any critical practice whatsoever.

What then are the criteria for any practice whatsoever to be a critical discursive
practice? As it is not enough to draw on research as a defining criteria the motivations of
such practices must be located within the necessity of the practice itself. The discussion
turns to an examination of poverty understood not as less but as not posessing — as related
to the study of monastic life—or as the ecstatic experience of habitual conditions as a

possible condition of critical discursive practice.

Architecture

‘A Voiding’ discusses discursive potential with regard to the spatial practice of
architecture. It starts with an attempt to define a concept of architecture by juxtaposing
two seemingly opposed conceptions, the declaredly anti-architectural standpoint of

Georges Bataille with the materialistic understanding of architecture by Benjamin.

It then compares two texts that strike by the similarity of expressions and
sentences that their authors use, to different ends. One text is by Douglas Spencer on
the design for the new campus of Ravensbourne College, (2010) by Foreign Office
Architecture (FOA). The other is by Philip Ursprung on Anne Lacaton and Jean-
Philippe Vassal’s Nantes School of Architecture (200¢). Spencer’s is a straightforward
critique of the architecture of neo-liberalism, while Ursprung’s is a lucid 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 a differentiation is indeed difficult, at
least conceptually. The difference is that in architectural terms these expressions in the
Nantes School of Architecture are not where neo-liberal ideology would expect them to
be: circulation is entirely accessible to the public, the learning landscape is large in
dimension, as opposed to the entrance, moreover the large spaces intimate by being
protected from the public by distanciation to the entrance, and spatial flexibility offers

the users many alternative or experimental uses of space.

With this in mind, such architectural voiding of neo-liberal ideology with regard
to architectural discourse is reflected, asking questions about infrastructure and

friendship. Finally, Nadir Lahiji’s question, ‘if architecture can be an emancipatory
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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 —qgua politico-economical —role for architecture as
such, it must ask the question what an architectural space of encounter might be today

in discursive terms.

What opens, in terms of what might be called a metro-political encounter, is the
question of the self and how it relates to politics and to economy in a discursive
practice. [t may be that today the relation between the public role of the great spirit of
the Enlightenment vis-a-vis the ignorant private people, including public staff, is
reversed. While the people go public exhibiting even their bedroom practices, the great

spirits must find ways of politicising the exhibition of the private self.

With a concept of architecture that includes its social, political, and economical
conditions as part of its architecture, 1.e. friendship, the discussion returns to Bataille

and Benjamin, focussing on their encounter in Paris as an architectural event.

Film

‘Building Cinema’ approaches Benjamin’s essay 7he Work of Art in the Age of Mechanical
Reproduction as the central moment in the philosophy of art when the concept of the
politicisation of art is derived from ‘tactile appropriation’ typical for 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 relation
between the masses and the screen is the direct relation between those who emit and
those who receive, often reciprocally. Such immediacy 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

appear as valid media for the 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. In theatre 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 inherent reciprocity. It does so in the Internet, between private spaces. It does so
in the physical metropolitical space, which becomes a space of visibility in which we

must learn anew to hide in showing, thus politicising, which amounts to learning anew
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how to love. The discussion turns to Agamben’s suggestion of theory understood not as
knowledge but as touching in order to grasp the qualities of theatrical immediacy as the

base of a tactile theoretical discourse.

Methodological and Formal Reflections

The body of the main text was written as one singular gesture. The text is not composed
or constructed from extant writing. What was written earlier reflects or reappears in
another form in this singular gesture of writing. It is not a question of references made
in the text, but of the particular use of the reference. The reference, like a moving
camera, accompanies thought and writing to the next reference. There is a sketch that is
both pre-existent and formed by writing. It is witnessed through the voices of others by
means of quotations. Thus, the text always says more than I had in mind as the initial
sketch. This sketch struggles with the voices when they do not want to say what the
sketch would like them to say. Then it may remain unspoken, waiting for another voice

to testify.

To speak in images: one could characterise this mode of writing with the
technique of the fresco painting. As if written on wet lime-plaster, the characters merge
quickly and irrevocably with the blank page. Text is more than the characters that
compose it, as image is more than the pigments that colour it. Indeed, the text is an
image resulting from the compositions of pigmenting characters. The procedure is
sequential, and corrections in the form of scrubbing and blurring are difficult without
leaving a trace. Reworking of the text is more like carving or engraving, the technique of
sgraffito, scratching through the shallow depth of the text to reveal a lower layer of

contrasting colour, with clear zones and those that are focussed.

In this process it is not so much a question of which imagination, or which
significance of a reference is employed. On the contrary, it is a matter of using
references like raw pigments, as material, making the forces acting on them visible
through the effects on them. The choice of pigment might be more or less fortunate; it

1s not even a question of choice. The references are laid out repeatedly like containers of
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pigments lending themselves to application. In the course of writing, a particular colour

or shade may become necessary.

The text has three parts, which correspond to three stages of the research: in
‘The Study’ getting to terms with what it means to produce a Ph.D.-thesis as an artist, in
‘A Voiding” introducing architectural spatiality as a critical methodology, and in
‘Building Cinema’ reflecting on filmic documentation as the central means of
production of the thesis. Although this is the chronological sequence of the research
(and of the writing) the topical sequence is based in architectural spatiality, explored in
arl practice, and developed in a potential filmmaking. This topical sequence is used to
structure the text since its logic makes it comprehensible. A third combination, an
emotional sequence, would put film first, for it is in this realm —through my father’s
amateur filmmaking—that my phantasies took first shape, followed by architecture and

then art.

The tripartite composition of the text, relating to architecture, art, and film, is
also a triptych, like some of the films made in the course of this research. The tripartite
form of filmic composition turned out to be a particularly productive form for research-
based art practice—as can be seen i.e. in the film Ornament as the Science of Passionate
Disinterests,” (Figure 35) in which I read Bruno Latour and Vincent Lépinay’s Die
Okonomie als Wissenschafi der Leidenschafilchen Interessen,® wondering if and how this

absolute conjunction of ‘passion” and ‘economy’ can be questioned. However, the filmic

tripartition is not the reason for a tripartite composition of the text.

Rather, as Gilles Deleuze suggest, the triptych ‘distributes rhythms’. (2005, xv) It
generates movements. Hierarchies are put into question from the start. Multiple
rhythms allow multiple readings. The logic of the triptych in this text plays out less as a
synchronic capture of diverse parts, but rather as an equivalence of three sequences of
text. The text does not entirely employ the conventional textual dramaturgy: the
building of a logical argument. Every element is there to say something, but only what it
says and nothing that is yet to come. ‘Monsters from the point of view of figuration’. (xv)
But the elements are ‘bodies, heads, Figures [that] are made of flesh’ ‘modelled” and
‘shaken’ by ‘invisible forces’. (xii) Every element of the text says what is yet to come by
means of these ‘invisible forces’ that shape it, and what is yet to come consists in all the

other elements at each point. The motto of the text is circular—as suggested by Roland

Y See: hitps://www.researcheatalogue.net/profile/show-work?work=392041

 The Science of Passionate Interests: An Introduction to Gabriel Tarde’s Economic Anthropology.
(Latour 2010)

30



Barthes for writing in general —and may at times appear ornamental: like the close

confines of the world of the Cinema Car.

These close confines are not closed, though, if perceived from the perspective of
a partially autonomous work of art. The pictorial references employed before —fresco,
sgraffito, triptych—are not metaphors. This text uses texts as images to produce itself as
image. In the same way in which we are not capable of capturing a painting instantly,
our gaze wandering the surface registering formal details, structural dynamics, or
narrative figures, the comprehension of a text operates with different optical foci,
imaginative memories, and haptic appropriations. Text and image escape the death
mask of a supposed end product by permanently referring to a before and an after that

are touching upon the instant.

Ornament, Model, Utopia, Theatre

As it is made visible and accessible in the images of the works of art in this thesis
ornament, but also the ideas of model and utopia were central at certain stages of the
research. Ornament was studied in terms of gesture, as ornamental gesture, and as
opposed to the superficiality of designs of fagades (justified by the availability of high-
end digital techniques and by the ecological necessity of focusing on the technical
insulation of buildings.)” It led to the annual World Ornamental Forum in which
ornament is reflected in terms of an anli-economy.'8 (Figure 26) It also examined a
notion of model not as exemplary, but as constituent in its own right. A model is always
a model and simultaneously a thing in itself.” The double-sided operability of the model
was also tested in the research project Just Architecture?, in which a mock-up conference
was held. All the future participants were building a 1:4 scale model of the space in
which the actual conference was to be held, rehearsing its content simultaneously.
Related to the exercise of writing on something the possibility of a negative model —a

mould or a filling—was extended to the notion of an inverse model—the everted or

7 See: Picon (2013). Also compare with modernist conceptions of ornament important for this
work such as Krakauer (1995), Grabar (19g2), and Loos (1998), as well as more recent studies on
temporal aspects of ornament such as Diirfeld (2008), or Glaser (2002).

8 See the call for the WOF: hitps:/www.researcheatalogue.net/profile/show-work?work=393514

Y For the architectural qualities of models see Healy (2008). On models also see: Avermate e al.
2011; or Nielsen 2010.



upended glove provides a plausible illustration— by actually building such inversions of
spaces within spaces. The most economical technique developed used ultrathin foil
brushed onto the constructed surfaces of the represented space holding either by

20

electrostatic forces or by vacuum only.” (Figure 42) 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, so 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 /ere’. (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 central, was studied and practically

explored, that is to say, put the utopia of the paper itself at test.” (Figure 32)

As important as these methodological explorations related to certain ideas were
for the course of the research, they gave way to a configuration of terms more
appropriate for dealing with the concerns at the heart of this study: theatre, theory,
touching. While theatre is tentatively approached towards the end through the collapse
of the cinematographic distance in the digital space of real time broadcast—which [
have associated with the architectural typology of the bedroom as the metropolitan
equivalent to the theatre Jean-Jacques Rousseau, noted by Jacques Derrida, has
proposed as the place of speech in the city” (Figure 43)—touching has been a central
concern from the start, however presented in the notion of encounter. Whether virtually

or really, whether lethal or missed, encounter provides the scene of knowledge.

**It has not been answered in this research what force makes the foil stick to the wall, but an
answer would probably 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 subversion, for instance as
related to a rethinking of the relation between private and public. For the making of an inversed
model with thin foil see: https://www.researchcatalogue.net/profile/show-work?work=39382q

> See: htips://www.researchcatalogue.net/profile/show-work?work=392052

» *Can the theatre, which unites spectacle and discourse, not take up where the unanimous
assembly left off?” asks Derrida. (, 304) See where 1 read this passage and reflect upon

‘horizonality’, not horizontality: https://www.researchcatalogue.net/profile/show-
work?work=393516




Cinema Car

Hitting the road in order to work on the crossroads of ‘theoretical coincidences’, the Cinema
Car,

Figure 50) the moving movies, allows for a work of art in which the contact between
spatial practice and discursive practice can be tested. The language of broadcast,
projecting what the driver sees, can be transformed with simple techniques of
mirroring, thus telling more than the driver wants the observers to see. Discussion
inside the car can corrupt intentions reciprocally; 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 psychologically. Being in touch, whether in spoken language or bodily, allows us to

divert and motivate currently dominant affectless forces towards affective ends.

Cinema Book

A flipbook is a handy booklet, in which on each page there is one image of a sequence
of images, which, when being flipped through with the thumb at a certain speed, gives

the impression, or illusion, of a moving image.

This thesis is not a flipbook in a formal sense. Nevertheless, it may work as one
and leave the impression of a moving image —to move. It flips from vertical to horizontal
and back, and again, a flip around that occurs at the instant when actual images occur—
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. As a
consequence, either the head of the reader or the thesis (depending on whether printed
or displayed on a screen) must turn. If nothing else, this change of format forces the

reader to move.

This flip may seem forceful, but its aim is not enforcement as such, but the
exhibition of force. Something forces us to think, said Deleuze. Anything can force us to
think, when it hits the right chord. The flips of formats exhibited in this book are not
only symbolic of the other forces in the text, possibly inciting us to think, but also of the

affectless forces in the world we live in, which are not without effect and certainly
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should force us to think. The exhibition here is not a demonstration of power, but an
examination of technology, which reflects the mechanisms used in some of the films

produced in the course of this study.

The forcefulness staged in the total flip around also resonates with what Hannah
Arendt writes regarding Benjamin’s method: ‘so as not to ruin everything with
explanations that seek to provide a causal or systematic connection’. (Benjamin 2007a,
48) She relates to Benjamin’s method of ‘producing a work consisting entirely of
quotations, 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™.”” (47-8) Such drilling, she continues, ‘resulted in
a certain “forcing of insights [...] whose inelegant pedantry, however, is preferable to
today’s almost universal habit of falsifying them”, [even though it is] bound to be “the
cause of certain obscurities™. (48) Therefore, as inelegant, pedantic or obscuring the

flips may seem: with regard to their own language and thought, they certainly have no

message.

When I follow the moves of the camera in some of the films then my parallel
movement annihilates the camera’s movement. There is no escape from the moves of
the camera. There are only different ways of relating to them. Paralleling them generates
surplus movements, which become visible 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 is what generates comical effect and charming affect, a sense of conspiracy
and, possibly, friendship. In this possible friendship lies the potential of establishing a
contingent encounter between human beings across devices of control, such as a

camera. Flipping over a device, not destroying it, is what possibly makes the other think.

This study is not content with leaving anonymous traces of iron sesquioxide
powder like the ‘unknown and suffering creatures’ (Agamben 2000, 51) on the white
wallpaper of Gilles de la Tourette’s Etudes cliniques et physiologiques sur la marche at the
Hopitaux de Paris et de la Salpétriere 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) Practice-led Ph.Ds. risk being nothing but automatic extensions of this
first study, which could be seen as their Urstudium. Rather, this study attempts to be

more like ‘the happy and visible twins’ of the patients at the Salpétriere, whom

# Arendt quotes here and below from: Benjamin, W. 1966, Briefe 1, Frankfurt a. M.: Suhrkamp
Verlag, p. 329.



Agamben has detected in the ‘walking woman sending a kiss’ (51) as one example of the
affective bodies from Eadweard Muybridge’s chronophotographies produced in the

same years.

Discursive and Spatial Inspirations

This study in particular and my practices generally operate in the field of discursive art
practices, which are related 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
acknowledged, i.e. Institutional Critique, Appropriation Art, Conceptual and Post-
Conceptual Art, Curating, Documentation, Art in Public Space, Art and Film, Site
Specific Art, Participatory Art, Performance Art, Social Sculpture, or Video Art and
others. However, since this is not an art historical study — neither on the historic
genealogy of discursive art practices nor on a particular field that has been caught up in

it—no further explication is needed.

Nevertheless, it seems appropriate to identify some voices of the field of
discursive art practices (which is done throughout the chapter “The Study’) but also the
one field of its legacy 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 architecture is not just a reference chosen out of
many, but the one closest 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



archive of the social use of form’, (141) which continues to be particularly influential for my

work through the figure of Gordon Matta-Clark.*

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
b b P, ?

* 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 Arzs
Magazine, conslitute a key work of this legacy. Characteristically, as with other art forms oft he
1960s an 1970s, they operate beyond the traditional art spaces and critically engage with current
social and political questions.

* 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 do not consider myself an activist. I am not
looking for ‘other ways of doing architecture’, (Awan et a/. 2011; also see: Cupers et al. 200¢, or
Kossak et al. 2010) but for other ways of understanding architecture. Therefore Michel Foucault’s
‘heterotopia’, Henri Lefebvre’s concept of space, Mare Augé’s ‘non-places’, 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 Actor-Network-Theory or Peter Sloterdijk’s concept of ‘spheres’, albeit
important for such understanding, are not at the centre of this work. Neither a (historical)
analysis of the relation between art and architecture is the concern of my work, which
acknowledges but excludes them (a selection would include: Andersen 2009; Bloomer 1995;
Bruno 2007; Foster 2011; Kreider 2014; Papapetros ez al. 2014; or Rendell 2007a).

Also, no distance marks my understanding of ‘understanding’, whether scientific nor poetical,
which often relate to phenomenological or psychoanalytical thought. Hence, neither Gaston
Bachelard’s ‘poetics of space’, Michel de Certeau’s invention of the ‘everyday’, nor Martin
Heidegger’s concept of dwelling appear in the text, no reference to Sigmund Freud’s ideas of
‘unconscious’ and ‘dreams’, or Jacques Lacan’s concepts of ‘lack’ and ‘desire” and few writings
from architectural thinkers such as Juhani Pallasmaa, Alberto Pérez-Gomez, or—less evidently —
Anthony Vidler.

Though, it may seem that Heidegger should appear with another of his concepts: Destruktion,
destructuring rather than destruction. Heidegger certainly reflects ‘all research [as] an ontic
possibility of Dasein’, (2010, 20) and thus his own Dasein as researcher. However, Destrukiion is
supposed to ‘stake out [ontological tradition’s] limits’, (22) which, by means of the very Dasein of
the researcher 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 ‘Ausstellung ihres “Geburtsbriefs™, (2006, 22) which can only be
translated as both “display’ and issue of ‘their “birth certificate™. (2010, 22) Self-reference here
seems o lead to a linguistic aestheties that, when reading it, appears as if it was listening to
itself—excluding the reader. This resonates with Benjamin’s claim that ‘no poem is intended for
the reader’. (2007a, 6g) However, in contrast 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 that Heidegger’s
formulation of a ‘positive Destruktion’, which at times recalls capitalism’s principle of “creative
destruction’, is well preserved in this footnote.

Destruction, which in German would be translated as Zerstorung and has a much more violent
meaning than Destruktion, was translated by Jacques Derrida as “deconstruction’, as is well
known. Although Derrida is to be credited for exposing the hermeneutics of phenomenology as a
self-referential system, my distrust in Derrida is based mainly on his complicity with what Mark
Wigley has called 7he Architecture of Deconstruction. (1995) Although Derrida tries to dispel any
architectural stylistic interpretation of deconstruction as a technique of reversed construction he
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which is indeed given by the restaurant itself. But the actual ‘wall sandwich” cannot be
swallowed without causing considerable digestion problems. Hence, the ‘wall sandwich’
exists as a pure means without an end. Matta-Clark apparently pursued all of his
activities for the sake of the means as such. He never stopped cutting—while his gallery

struggled with selling what he did.”

Matta-Clark’s ‘wall sandwich” and its implied ambiguities provide the title for my
thesis, spanning an art practical field between building, consumption and digestion,
language and society. On such a material basis, this thesis does not intend to add
anything to knowledge —that is, if knowledge is perceived as a fixed state of the art,
identifiable and definite at a certain moment in time. The novelty value of the thesis is
defined in terms of ‘addressing” and ‘making available’. From the start, I called this
mode ‘non-construction’, a term [ later found Denis Hollier uses in Against Architecture,
The Writings of Georges Bataille. In my writing the term functions as a neologism. My use
of non-construction is not necessarily congruent with Hollier’s. Nonetheless, it is the
only example I have found close to my own practice —so close that it might almost be
referred to as an origin. The term in general does not have a canonical state of
conceptuality —and probably will not achieve one. It is certainly not the aim of this
thesis to give a definition of non-construction, least of all a canonical one, but I explore

this in relation to the paradigms presented.

While it may seem like jumping to conclusions, the best example of non-
construction in my practice is the forceful link of the body to the medium f{ilm by means

of gravity. In my exemplary cinematographic instances:

nevertheless interprets Bernhard Tschumi’s folies at the Parc de la Vilette in Paris as a
representation of his philosophy. It is impossible to have a critical stance towards architecture —
and to society in general if understanding architecture as the one art that concerns each and
everyone by means of its function of dwelling—by courting those architects who, in Philip
Johnson’s coat-tails, created a 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 (separating the bed in two thus forcing the owners to sleep in separate beds)
amounts to betraying Gordon Matta-Clark’s Sp/itting of a suburban house at about the same
time—which was a masterpiece of a critique of socio-political conditions. The delicacy of this
example is that Eisenman was Matta-Clark’s teacher at Cornell University and that their enmity
culminated in a show curated by Eisenman, in which Matta-Clark 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 betrayal of Gordon Matta-Clark might be a good title for another thesis—or another
chapter of a future work.

* See: G. Matta-Clark, C. Diserens, T. E. Crow, J. R. Kirshner, and C. Kravagna. Gordon Matta-
Clark: Phaidon, 2003, p. 194.



a) The body pretends that gravity comes from another side and the resulting footage is

rotated accordingly.”

b) The recording camera is mounted on a device that makes it constantly rotate and the
body follows the movement by pretending that gravity rotates according to the camera as

well.”®

¢) 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 acted body

and the projector replaces the relation between the acting body and the camera.”

These examples visualise and make possible the experience of an understanding of
knowledge as touching. As the body relates to the camera, being in touch, so the writing
subject relates to the written/read objects of her or his text. Texts exert forces on the
reader. These are like gravitational forces, and to submit to the reading of a text is like

submitting to the gravitational forces of a mass.

The simulations of bodily comportments in the cinematographic instances, as
described above, submitted to gravitational forces that do not exist, produce gestures
that seem comical, comparable to the serious comedies of Buster Keaton. This comic
surplus affect emerges from the impossibility of opposing, eliminating, or escaping the
effects of affectless forces. To adapt the initial quotation from Bataille to our current
condition, in times when it seems increasingly impossible to overturn things, the only
option is to become comical by preparing 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 appears as the affects
resulting from the visual simulation of non-existent forces, which are then reflected and
made sense of by the viewer, finds an analogy for the reader of this text in a warning.
Cayeat lector, this text may deceive you precisely 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.

7 See: 1.e. Unoccupied Territories 11: https://www.researchcatalogue.net/profile/show-
work?work=3q1962

# See: i.e. Lascaux V (or The Birth of Art): https://www.researchcatalogue.net/profile/show-
work?work=392003

* See i.e. Chauvet 111 (or the Cave of Forgotten Dreams):
https://www.researchcatalogue.net/profile/show-work?work=39q1q9qq
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Figure 5 Hardliz, R., and M. Beutler, may be thinking, inverted preface of Michel de
Montaigne’s Essays used for the invitation card for five public conversations that included three
persons, three bottles of Bordeaux wine, and excluded the public, print, 2012
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Figure 6 Hardliz, R., J. Orfei, Are you here for the gravity?, interior of Studiolo during
construction showing the marquetry perspective, Olten, 2013, photo: Hans Grob, 2013



Figure 7 Hardliz, R., J. Orfei, Are you here for the gravity?, Studiolo in the context of the

school building it portrays inside, Olten, 2013, photo: Hans Grob, 2013
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Figure 8 Hardliz, R., J. Orfei, Are you here for the gravity?, Studiolo interior showing

representation of real construction in the marquetry, Olten, 2013, photo: Hans Grob, 2013
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Figure 9 Hardliz, R., Zxit Strategy (Bourbaki), drilling the logo of Kunsthalle Luzern into
the sidewalk refilling it with asphalt, Luzern, 2011, photo: Beate Engel, 2011
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Figure 10 Hardliz, R., Dendriform, unpacking the 1:4 schale replica of a Frank Lloyd Wright

prototype mushroom column, Sofia, 2013, photo: Ina Mertens, 2013



Figure 11 Hardliz, R., Satellite of Love, Reconstruction of an anonymous student’s
conceptual model of Aldo Rossi’s ‘Monumento alla Resistenza’ in scale 1:1, Berne, 2011, digital
collage of project: the author, 2014
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Figure 12 Hardliz, R., a reproduction of Borromini’s Sant’lvo alla Sapienza found in Bruno

Zevi’s Pretesti di critica architettonica (1983, 134) is cut and reassembled, collage, 2012
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Previous page:
Figure 42 Hardliz, R., Inverse
Model, video, Berne, 2015, video: the

author, 2015

Next page:
Figure 43 Hardliz, R., Preparations
Jor Venice, or On Horizonality, video,
Berne, 2017, video: the author, 2017
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Previous page:

Figure 44 Hardliz, R.,
Telavator, video, Tel Aviv, 2016,
video: the author, 2016

Figure 45 Hardliz, R., Fxit
Strategy (MOBY), video, Tel
Aviv, 2016, photo: unknown,
2016

Next page:
Figure 46 Hardliz, R.,
Abshalom, video collage, Arad,

2010, video: the author, 2016
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Figure 47 Hardliz, R., Road to Jericho, video, Jericho, 2016, video: the author, 2016




Figure 48 Hardliz, R., Unoccupied Territories 1/3,
video tryptich, Arad, 2016, video: the author, 2016

Figure 49 Hardliz, R., Unoccupied Territories 3/3,
video tryptich, Arad, 2016, video: the author, 2016



Rather like my grand-daughter, who, when she moved from one room
of her flat to another, used to think that a different sun was shining into
each one, so the cinema marked the advent of an independent and still

unknown cycle of light.

(Virilio 1989, 13)

[Tactile] appropriation, developed with reference to architecture, in
certain circumstances acquires canonical value. For the tasks which
face the human apparatus of perception at the turning points of history
cannol be solved by optical means, that is, by contemplation, alone.
They are mastered gradually by habit, under the guidance of tactile

mﬁ_‘vﬂAutﬂ,_m;:vs.

(Benjamin 2007a, 240)
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FILM: BUILDING CINEMA

Filmmaking as Architectural Art

Building Bedroom

The basic association of architecture with the polis is not mistaken;
however, it must be rethought in terms of metropolitics, that is, in terms

of capital’s subsumption of the political by economy.

The ‘metro’ of metropolitics is the controlling measure of
politics. Polities is not lost in metropolitics; it is dominated by the
economical measure of the ‘metro’. To eliminate the ‘metro’ seems
impossible. It is the engine of western society’s development since at

least the Enlightenment, or as Martin puts it: ‘classical German



philosophy is at best an unconscious philosophy of capital’. (2007, 21) If
the qualifier of capital is abstraction, then knowledge is its first medium,
its first capital, its first head. While one studies in one’s head, it is in the
study, the small private library, as opposed to the preservation of
scripture by the monks in the libraries of the monasteries, where the
accumulation of abstracted capital as knowledge starts, or restarts. The
origin of the metropolitical may be traced further to early humanism in

the Renaissance, and particularly to the study of Petrarch.®

The private
libraries of the merchants, the Wunderkammer, public libraries, and
museums are conceplual and spatial products of the study. The advent
of the digital public library in the (private) Internet, and its production

and its consumpltion in quasi-private spaces should not be

underestimated in this genealogy.

While the spaces where public individuals move, both the real
spaces of the cities and the virtual spaces of the digital world, are
increasingly privately owned, at the same time many individuals feel
compelled to make their most private intimacies public. However, this
urge for public contact takes place almost exclusively in privately

dominated spaces. Consequently, it is deceiving and turns every attempt

9 See: Das einsame Leben. (Petrarca 2004)
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of publication into a satisfaction of private needs. The result is a sharing

of loneliness, without community.

It may seem necessary to isolate politics from economy, but the
obvious impossibility of such a separation may point to another
possibility: to reverse the control mechanism into a politicometry.9” In
politicometry, as opposed to metropolitics, the ‘politico” would be the
authorising liberation of economy. The political public realm, as the
common realm, would not cut back the economical private realm. It
would redefine the care for the self as the freedom of putting oneself in
a self-defining, that is to say, self-desired and not self-interested

relationship to others.

97 Arendt shows in 7The Human Condition that the separation of the economical
from the political is what defines the private and public realms of the polis. In
the private house, the oikos, the household, the orkonomia, is kept through
relations of inequality distributing particular responsibilities hierarchically,
while the public realm is reserved for the encounter between equal, and thus
free, house lords. Since the polis, however, the city is defined by the
economisation of the public realm, that is, of its privatisation, with the
consequence of making the private concerns (that exist in the house, in the
family) a public issue and thus complicating the relationship between economy
and politics. (Arendt 1998, 22-78). However, even the Greek polis taken as a
whole as a composition of public and private parts is already a politico-
economical conglomerate, a polimetris in which the metro is the condition of the
polis.



The city as the traditional public space is the primal realm of
such a redefinition. I agree with calls for reclaiming the city—such as
David Harvey’s call for urban revolutions. He carefully differentiates
between reformist and revolutionary examples and also prudently
reflects on organisational and institutional necessities ‘imagin[ing| a
league of socialist cities much as the Hansiatic League of old became the
network that nourished the powers of merchant capitalism’. (2013, 153)
Nevertheless —and Harvey acknowledges this—the Lefebvrian ‘right to
the city” must be reclaimed first, meaning that the individuals who
please themselves in asserting their private satisfaction must be
conscious of and committed to asserting their public right,
consequently, claiming it publically. In this light not only factory-based
struggles are questionable as the potential origin of a revolution, even if
extended and supported by the surrounding environment. Also a
generalisation of labour ‘to the far broader terrain of the work entailed
in the production and reproduction of an increasingly urbanized daily
life’, as Harvey calls it, (13g) does not yet represent the oppressed public.
Only Harvey’s finally proposed extension of the ‘struggles against the

recuperation and realization of surplus value from workers in their

living spaces’ (140) can be fully accounted for as a base for the reclaiming

of the public, because the private internet in the guise of a false public

institution has sneaked in into our bedrooms.

The site from where to approach the problem then is not the city
in the first place. The site of contestation is the publically displayed
bedroom. The conservative position would be to give the bedroom back
its privacy. Progressively, however, one has to engage in a public use of

this digital and corporeal infiltration between our bed linen and us.”®

Perhaps this chapter should be called ‘building bedroom’, ?

rather than ‘building cinema’, as the bedroom is the most intimate

9 The ‘apartment’ is an invention of the Renaissance, when due to the
diminishing power of the Church the public realm of the street gained
economic importance for the merchants. In hitherto communally used houses,
in which spaces had much less defined functions than today, certain spaces
were separaled Lo assure the visibility of the publically relevant status. Since
these spaces were set apart from the otherwise publically accessible spaces of
the house, they were called apart-ments. The genealogy of the apartment
corresponds to the genealogy of the ‘family’ as the bourgeois model we know
today.

99 There is abundant literature on cinema/film/documentation related to
architecture/urban/art which is for obvious reasons only marginally important
for this study. A selection would include: Bull ez a/. 2011; Cairns 2013;
Hohenberger et al. 2016; or Penz et al. 2011. With regard to film and architecture
I will mainly draw on Benjamin’s Artwork Lssay, also on Virilio, Agamben, and
Deleuze, however, a selection of the abundance of modern and contemporary
thought dedicated to the cinema would include: Jameson 2007; Krakauer 1995;
Shaviro 2010; Steyerl 2012; Stiegler 2010b.
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private space exposed in the publically used private Internet. However,
precisely in its cinematographic quality, through the moving image of

video chats and posts, the bedroom becomes ‘public’ and, as suggested,
today the bedroom-gua-cinema might be identified as the architectural

typology replacing the ‘factory’ as the place of struggle.

In the Enlightenment, according to Immanuel Kant, eventual
change could occur via ‘the public use of one’s own reason’, of which
only the ‘man [sic] of learning’, (2009, 3) like Kant himself, naturally
could take charge. The architectural typology for such public use was
the study, which is a private space.” The factory, as the architectural
typology housing the origins of class struggle, is certainly not a public
space in the sense of the street, but if not private then it is at least a

collective space.

ant’s essay ‘What is Enlightenment?” of 1784 affirms that a revolution is
possible and ‘may well put an end to autocratic despoltism and to rapacious or
power-seeking oppression, but it will never produce a true reform in ways of
thinking. Instead, new prejudices, like the ones they replaced, will serve as a
leash to control the great unthinking mass’. (2009, 3) This is why the pubic ‘can
only achieve enlightenment slowly’. (3) Therefore, for Kant, ‘a lesser degree of
civil freedom gives intellectual freedom enough room to expand to its fullest
extent’. (10) Kanl’s position is completely at odds with our ideas of anti-
capitalist change. Nevertheless it is of interest that the space in which potential

change is located is private.
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When Martin writes that ‘the transition from the history of spirit
to the history of modes of production was a fundamental innovation by
Marx, displacing the philosophical project to grasp the absolute by the
critique of capitalism’, (2009, 487) this correlates with the shift from the
abstraction of thought as knowledge-form capital to the abstraction of
labour as work-form capital —or from the study to the factory, or from

head to hand.

With regard to the transition from ‘the study’ to the ‘factory’ to
the ‘bedroom-gua-cinema’ we should, however, look out for the next
missing element in the .../knowledge/work/... sequence. If, as Martin
proposes, classical German philosophy was indeed a philosophy of
capital, albeit unconsciously, and if ‘the transition from the history of
spiril to the history of modes of production was a fundamental
innovation by Marx’, (2009, 487) then it must be asked: What is Marx’s

critique of capitalism an unconscious philosophy of?

The .../knowledge/work/... sequence may be put in a productive
correspondence to Foucaull’s societies of sovereignty and disciplinary
societies. The spiritual realm of knowledge and truth links with the will
of a sovereign and its court structure, while the industrial realm of

production and money links to the disciplinary rules structuring the



forces at play in a factory, taking into account the bosses, the workers,
and the unions. Furthermore, according to Deleuze, the current
societies of control, which succeed the disciplinary societies, are until
now marked neither by wi// nor by rule but rather by (self-)control and
(self-)management, which unsurprisingly is indifferent to what (and who)
it manages since the principles of management are the same everywhere
(and for everyone). Deleuze also reveals what, according to him,

‘perhaps [...] expresses the distinction between the two societies best’
(1992, 5):

discipline always referred back to minted money that locks gold in as
numerical standard, while control relates to floating rates of exchange,
modulated according to a rate established by a set of standard
currencies. (5)
The shift from truth-value to exchange-value suggests another shift
either to exchange-rate-value or to use-value, one which would require

yet another history after the one of spirit and the one of modes of

production, namely a history of relations and uses.

While in societies of sovereignty the notion of hierarchy makes
little sense because the will of the sovereign is absolute, the balance of
disciplinary societies depends on a hierarchy in which the exchange-

value of each element finds its place according to temporally fixed rules.
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In an ever-fluctuating network of innumerable factors, however, any
exchange-rate-value is permanently floating— demanding sophisticated
mechanisms of control. Relations become fundamentally contingent.
What is fixed in the societies of control is not a particular state but the
virtuosity of how it is dynamically managed."" Neither relations nor uses
are fixed, but are constantly redefined. What is exposed more than ever
in the societies of control is neither knowledge nor wealth, but rather,
the use of bodies. The proposition of continuing the discussed sequence
is .../knowledge/work/life/... and the corresponding activities,
architectural typologies and body parts should reflect their most
primordial functions: head, studio, thinking, knowledge; hand, factory,
production, work: genitals, bedroom, reproduction, life."” The joyful

destituent counterparts would be: Non-knowledge or acéphale
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See Paolo Virno’s A Grammar of the Multitude on how virtuosity ‘characterizes
[...] the totality of contemporary social production’. (2004, 61)

" Genitals relate to the reproductive function of the body, which is somehow
linked to the bedroom, although this link is certainly constructed. One could
replace it with another bodily function: digestion; and consequently construct a
relation to the kitchen and the bathroom. The use of ‘genitals’ here is not a
final decision; rather, it is the example that seemed to fit best with regard to a
contemporary digital exhibitionism related to the former cinema for the masses.
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experience;"”’ inoperativity or achiral existence;
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erotic or aphallic

ecstasy.'”

o

The student writing in the study for a collection of readers, the
worker who in the night starts reading in the workman’s house thus
realising political equality, the workers of the factory who go on the
street to demand fair wages: in each of these cases there is a private
space shot through with wo::nm._% The technological possibility of
visually (but also conceptually) projecting political emancipation into the
world from most private spaces makes the bedroom-gua-cinema a place
related to the masses, as was cinema at the beginning of the twentieth-
century, though, as opposed to the factory, it was unrelated to

productive work. In the network of bedrooms, equipped with

> Acéphale is from Greek akephalos, ‘headless’, and the name of a public review
and a secret society created by Bataille in the 1930s.

‘Achiral joins the word ‘chiral’, from Greek k/eir, ‘hand’ (as e.g. in
chiropractic), with the negating prefix ‘a-*; a figure is achiral if its image in a
plane mirror can be brought to coincide with itself, which is the case if it has at
least one axis of rotation; see Wikipedia: https://en.wikipedia.org/wiki/Chirality.
> Aphallic is a neologism that joins the word ‘phallic’, from Greek phallos,
‘erect penis’, with the negating prefix ‘a-*.

Compare with Jacques Ranciere’s concept of ‘equality [as| the condition
required for being able to think politics’. (2000, 52) However, Ranciere points
oul, ‘equality only generates politics when it is implemented in the specific

form of a particular case of dissensus’. (52)

uncountable masses, the gravity of this new cinematographic potential is

of revolutionary measure.

The Demolition of a Wall

Paul Virilio writes ‘the architecture of the set, with its spatial mass and
partitions, supplanted free montage and created a new narrative ellipsis
...} an independent and still unknown cyele of light’. (Virilio 198, 13)
He illustrates this cycle with the example of the film Démolition d’un mur
(Demolition of a Wall) made in 1896 by Auguste and Louis Lumiere, a
short single shot sequence showing the demolition of a wall by workers
on a building site. The film is immediately projected in reverse, making
the wall guasi miraculously rise from the dust to its initial position.
Although it is technically possible that the Lumiere brothers pasted a
copy of the sequence reversely to a chronological sequence, it is more
probable that they reversed the direction of the projection at the end of

the screening— each and every time - letting the same footage of the film
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run backwards through the projector.”” It would not be surprising if the
forward/backward movement was the result of the necessary rewinding
of the film through the projector resulting in a playful back and forth

eventually leading to the conscious ‘introduc(tion of] trick photography

to the world of cinema’. (14)

Henceforward, Virilio writes, ‘doors would open in houses
without a facade, so that the cross-sectioned partitions between rooms
appeared as thin as the chinks between frames of the film’. (14) He
concludes: ‘in this way, film directors showed that they paid little
attention to shifts in cinematic time, as ‘even in a confined architectural

space the whole problem is one of speed’. (14)
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The pasting of actual footage of film reversely poses a geometrical problem.
Since the frames of the footage sequentially follow one under the other their
reversal turns them upside down. To avoid this, one would have to cut the
sequence in single frames and revers their order. The technique my father and
[ used to produce reversed footage was to hold the camera upside down when
shooting. Consequently, when turning the footage so that the order of images
was reversed, the orientation of the image was also turned back on the feet, so
to speak. However, one specific scene can only be filmed once with analogous
film. Therefore it can be assumed that the Lumiere brothers projected the
reversed image by running the original footage backwards, simply rewinding it
in front of the lens at original speed.
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Indeed, the demolition of the wall and its subsequent
reconstitution in the film is incommensurable with either the actual
demolition on the building site or the interior ‘wall’ of the cinema on
which the film is being screened. Nevertheless, one should be wary
aboult too quickly linking an accurate reproduction of spatiotemporal
conditions with authenticity. The shift from the mere filming of a
demolition of a wall to its reconstitution by means of a trick ‘was as
astonishing for those early pioneers as it was difficult to invent’. (Virilio
1989, 13) This shift from the mere possibility of mechanical reproduction
of an image to ‘the work of art designed for reproducibility’ (Benjamin
20074, 224) is not consequential. In historical retrospect as well as from a
technical perspective, a reproducible work of art is inherently designed
for reproducibility yet the means of reproduction does not predetermine
outcome. Filmic documentation of research changes the research in an
unpredictable way: documentation is a work of art in itself. But
documentation is an art form that creates a very intense relation
between the documented and the means of documentation, generating a

life form because it exhibits nothing but this relation.



Making a Difference by Indifferentiating Difference

aspects: the undifferentiated abyss, the black nothingness, the
indeterminate animal in which everything is dissolved’, and ‘the white
nothingness, the once more calm surface upon which float unconnected
determinations like scattered members: a head without a neck, an arm
without a shoulder, eyes without brows’. (1994, 28, my emphasis)
Deleuze differentiates indifference, asking, ‘Is difference intermediate

between these two extremes?” (28)

\

On the black side, there is the ‘indeterminate’, the animalistic,
which ‘is completely indifferent’. (28) In other words, it is completely
terminated, since it is not de-terminate. It is indifferently rooted in its

originality and nothing else.

On the white side there are ‘floating determinations’, scattered on
the surface, which ‘are no less indifferent to each other’. (28) In other
words, these ‘floating determinations’ are indifferent to one another
because they float, because they are suspended, captured on the surface
of a superficiality lacking spatial depth. Here they seem to be no less

completely terminated, not as the originally indeterminate, but rather as

something that has ceased to be determined. Such a relapse evokes
Agamben’s conception of contingency as ‘decreation’, as if it were a de-

determined originality.

Is not the differentiation of indifference as such illogical, since it
always has the same effect: namely, to be indifferent? Indeed, Deleuze
asks if difference is not ‘the only extreme, the only moment of presence
and precision’, rather than being ‘intermediate between these two
extremes’ (28) of indifference. Thus he restores indifference to itself

\

there is no more black and white — stating that ‘difference is the state in

which one can speak of determination as such’. (28)

If determination is the process that uproots a concept and
potentially leads it towards a new terminus, then neither indeterminate
indifference nor de-determined indifference describes such a process.
They are always already terminated, albeit in different ways, as they
provide for a groundless ground or an endless end. They are always
either already over or yet to come. Any indifference can only present
itself as transcendent differentiation, that is to say, as experience. Such
difference pulls the ‘surface’ of ‘floating determinations’ back to the

indeterminate ground; or, rather, it appears to raise the indeterminate
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ground to the height of the ‘surface’ of “floating determinations’, thus

showing that difference, to exist, has to be made, ‘or makes itself’. (28)

Such a difference is only the ‘extreme’ state of ‘presence and
precision’, of ‘determination as such’. Indifference nevertheless exists in
presence, but ‘difference is [the] state in which determination takes the
form of unilateral distinction’; (28) and yet, that from which it

distinguishes itself does not distinguish itself from it.

Deleuze uses the example of lightning, which ‘distinguishes itself
from the black sky but must also trail it behind, as though it were
distinguishing itself from that which does not distinguish itself from it’;
this evokes the striking contradiction: ‘It is as if the ground rose to the
surface, without ceasing to be ground’. (28) Deleuze’s difference
operates on a differentiation of indifference as a ground that rises and
grounds the determinations of the surface in itself. In other words, in
Deleuze’s example, indifference does not distinguish itself from

difference, which nevertheless distinguishes itself from it.

In the chiaroscuro images evoked by the example of lightning, in
which ‘the determined maintains its essential relation with the
undetermined’, (29) Deleuze insists on the cruelty and monstrosity of

difference and determination. It is not his aim ‘to rescue difference from

™

its maledictory state’; (2g) on the contrary, the shining ‘image of thought
which presupposes itself” must be destroyed in order to give way to ‘the
genesis of the act of thinking in thought itself’. (13g) Although Deleuze

does not say so explicitly, his strategy appears to be the inverse of what

we see. Rather than making a difference by differentiating indifference,
which, according to him, is a false move or ‘a poor recipe for producing
monsters’, (28) he makes a difference by indifferentiating difference: ‘It is

better to raise up the ground and to dissolve the form’. (28-¢)

Political Exhibition Value

‘Architecture’, writes Benjamin in the last chapter of 7%he Work of Art in
the Age of Mechanical Reproduction, ‘has always represented the prototype
of a work of art the reception of which is consummated by a collectivity
in a state of distraction’, (2007a, 23¢9) as ‘buildings are appropriated in a
twofold manner: by use and by perception— or rather, by touch and by

sight’. (240)



Deleuze’s inverse or invisible conception of indifference,
maintaining its essential relation with his concept of difference at all
times, may be applied to architecture in Benjamin’s terms. Benjamin
assigns the visual appropriation of a building to ‘noticing the object in
incidental fashion’; that is, ‘optical reception” ‘determine|d] to a large
extent’ by ‘habit’, which is a means of ‘tactile appropriation’. In order to
avoid an understanding of appropriation as related to property, since
the ‘appropriation’ of buildings Benjamin talks about has nothing to do
with property or ownership but rather with the specific ways in which
buildings are being received (‘by use and by perception’), (240) and
because Benjamin uses the term ‘taktile Rezeption” in the original, here,
where the text does not refer directly to the English translation at hand,

the term tactile reception will be used.

The ‘state of distraction’ in which a ‘collectivity’ ‘consummate|s]’
architecture corresponds to the raising of the ground of tactile
indifference to the level of optical differentiation, rendering ‘optical
reception’ tactile, or, rather, establishing the essential relations between
the two. Indeed, we can see architecture and we can look at it; looking at

it, however, always falls back on just seeing it that is, on touching it

with our eyes, as if they were hands helping us find our way in a state of

distraction.'®

For Benjamin distraction is instructive in comprehending what
he calls the ‘exhibition value’ of the work of art, which he suggests is
foregrounded in mechanically reproduced works of art such as
photography and film. Benjamin opposes ‘exhibition value” and ‘cult
value’, which he understands as ‘the unique value of the ‘authentic’
work of art [that] has its basis in ritual, the location of its original use
value’. (224) Due to the mechanical reproducibility of the artwork,
Benjamin argues, ‘the instant the criterion of authenticity 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)

Whereas ‘with ceremonial objects destined to serve in a cult [...]
what mattered was their existence, not their being on view’ or being
exhibited, ‘with the emancipation of the various art practices from ritual
go increasing opportunities for the exhibition of their products’. (224-5)

In the ritual work of art the cult value was its use value — that it ‘would

“% On touching: see Nancy Noli me tangere (2008); Manning Politics of Touch

/

(2007).



seem to demand that the work of art remain hidden’. (225) However, the
political work of art’s use value, the political, is already hidden behind
its exhibition value. Politics, for Benjamin, is the location of the original
use value of the exhibition value of the work of art in the age of
mechanical reproduction. The specific kind of approach to such art is
not ‘free-floating contemplation” (226), or its celebration as ‘magic’, (225)

but ‘that of testing’, (229) of research and criticality.

By drawing on architecture Benjamin shows that ‘free-floating
contemplation’ is not the same as ‘distracted consummation’; the two
approaches depend on the ‘nature’ of the work of art. He argues that
‘free-floating contemplation’ is a false move, the mirror image of a fake
cult, which in times of mechanical reproduction creates a fake spirit—in
his epoch, that of fascism; today, considering the omnipresence of
corporations, the fake spirit is that of neo-liberalism. In the way this
falseness of spirit is created there is a structural identity between
fascism and neo-liberalism. ‘Distracted consummation’, inattentive
criticality, or ‘absent-minded’ examination, on the other hand, enable
maslering ‘the tasks which face the human apparatus of perception at
the turning points of history [...] gradually by habit, under the guidance
of tactile appropriation’. (240) While the first ‘render[s| politics

aesthetic’, and so, according to Benjamin, may only ‘culminate in one
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thing: war’, (241) the latter politicises art, distracts from aesthetics, and

thereby allows for a consummation of history: ‘Communism’. (242)

Benjamin’s criticism of humankind’s self-alienation is as true for
neo-liberalism as it was for fascism: ‘Mankind’s| self-alienation has
reached such a degree that it can experience its own destruction as an
aesthetic pleasure of the first order’, (242) albeit today under the guise of
an aesthetic of no aesthetic. Benjamin’s response to fascism in the form
of politicising art and, hence, his defence of communism, is as true
today, however, taking into account the transformed relation between

art and life in neo-liberal conditions.



Architectural Art as Critical Theory

Touching theory

Theory understood not as knowledge but as touching allows
architectural practice to be determined as a means of understanding the
world by such politicised tactile reception, rather than as a tool for
shaping it. The politicising of today’s works of art by tactile receptions
takes place in artists” endlessly but critically lived labour and gestures.
Any work of art is theoretical today by means of such a practice of
touching. Discursive practice and its seemingly paradoxical use in works
of art should be read, therefore, as the self-critical manifestation of a
refusal to stop working as art. The hope of evicting the neo-liberal
ideology of control and compliance resides in tactile reception as a
means of theoretical understanding, rather than as knowledge
fabrication, which is critically lived in an architectural practice that

attempts to understand itself as architecture.
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Agamben’s essay ‘“Absolute Immanence’ constitutes a possible
foundation of his philosophical project as a form of philosophical
inheritance (from Foucault and Deleuze), based on the assumption that,
‘today, blessed life lies on the same terrain as the biological body of the
West’. (Agamben 1999a, 239) Agamben notes that for Deleuze ‘life as
absolute immediacy is defined as “pure contemplation without
knowledge™, (233) continuing:

Deleuze’s two examples of this ‘contemplation without knowledge’, this

force that preserves withoul acling, are sensation (‘sensalion is pure

contemplation’) and habit (‘even when one is a rat, it is through
contemplation that one “contracts” a habit’). What is important is that
this contemplation without knowledge, which at times recalls the Greek
conception of theory as not knowledge but touching (thigein), here
functions to define life. As absolute immanence, a /ife. . . is pure

contemplation beyond every subject and object of knowledge: it is pure

potentiality that preserves without acting. (233-34, incorporaling

quotations from Deleuze and Gualtari 1994, 212-13)

Agamben suggests in a sub-clause, as if he felt the need to hesitate
before actually touching on it, that what defines life is theory, if
conceived not as knowledge but as touching. Theory, as ‘absolute
immanence’, is pure contemplation beyond any subject or object of

knowledge; it is the theoretical as pure potentiality that preserves itself



without acting, as the ‘eternal return’ of ‘the yet-to-come’. (Deleuze 1994,
91)

Not only corporate architecture but also contemporary
architectural production as a whole— understood here as the totality of
building production—is dominated by neo-liberal conditions; beyond
star architecture this includes and challenges architectural and urban
initiatives such as community building, urban gardening, and local or
ecological architecture. These initiatives cannot escape the neo-liberal
pull, as under capitalist conditions everything can be made profitable.
More importantly, neo-liberal activity functions not unlike urban
gardening. Each of these urban activities operates as if and as part of a
self-regulatory market economy. As contemporary architecture under
such conditions often seems to be ruled by absolute immediacy and
indifference, one might claim that contemporary architecture and its
production is absolutely theoretical, in terms of contemplation without
knowledge. Following Agamben’s claims that beatitude and the

biological body of the West today lie on the same terrain, there is

absolute indifference between all forms of spatial production.

Nevertheless, considering indifference as more than a symptom

of the neo-liberal condition and trying to understand it in relation to

architecture by means of lived critical philosophical and artistic enquiry
instead, it is possible to use indifference through an appropriation of
indifference to humankind’s ends. Rather than resisting or countering
neo-liberalism as an ideology, this strategy bears witness to the work of
thinkers who try to understand the neo-liberal condition as it presents
itself in reality, to grasp and defer its political potentials to unexpected
grounds. (Fisher 2009; Feher 200¢) It equally bears witness to those
thinkers who have a historical understanding of neo-liberalism not as an
extreme of capitalism but as an ideology. (Mirowski 2013; Dardot et al.
2013) According to Mirowski the perversion of this ideology is that
‘neoliberalism as a worldview has sunk its roots deep into everyday life,
almost to the point of passing as the ‘ideology of no ideology’. (2013, 28)
‘The most thorough examination of *how contemporary architecture
became an instrument of control and compliance’ to date can be found
in Spencer’s The Architecture of Neoliberalism (2016, subtitle). Spencer,
however, deliberately remains on the level of ‘unproductive negativity
and its hateful criticality’ (163) without providing an alternative, neither

in content nor in style.

When the aesthetics of the dominating ideology becomes anti-
aesthetic then things become complicated for politicised art. To keep

faithful to its political anti-aesthetic, art must claim its lived criticality by

178



saying more than what art looks like (in its not looking like anything
whatsoever). At first sight ‘neo-liberal” and ‘artistic non-aesthetic’ look
the same. Looking closely, however, one says more than the other—but
this is more haptic than visible. Such a haptic dimension of theory in
discursive practice, as the politicised dimension of art, can still only be

felt in a state of collective distraction, as Benjamin suggested.

Criticality of Architectural Gestures

Benjamin assigns ‘contemplation’ of a poem or a painting to ‘middle
class society’. In the decline of the latter, however, ‘contemplation
became a school for asocial behaviour [that] was countered by
distraction’. (238) Contemplation and distraction are received and valued
on the plane of the exhibition value of the work. In distraction Benjamin
perceives a shift from a distant presentational exhibition to the quality of
touch. Drawing on the Dadaists, Benjamin describes their art as ‘an
instrument of ballistics. It hit the spectator like a bullet, it happened to

him, thus acquiring a tactile quality’. (238) ‘Film, the distracting element
q 8 1 Y g
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of which is also primarily tactile, being based on changes of place and
focus which periodically assail the spectator’, for Benjamin, like Dadaist
arl, ‘constitutes’ a ‘shock effect’, however, technical and not moral. ‘By
means of its technical structure’, Benjamin concludes, ‘the film has
taken the physical shock effect out of the wrappers in which Dadaism

had, as it were, kept it inside the moral shock effect’. (238)

The conjunction of Benjamin’s insistence on architectural haptic
habit that is reproduced in cinematographic space as ‘absent-minded’
examination with Agamben’s insistence on theory as touching is not
only remarkable but also extends Benjamin’s call to Deleuze and
Guattari’s notion of ‘contraction’. While it is certainly important to rely
on contemplation ‘at the turning points of history’ it is questionable that
the latest technological innovation is the appropriate means for its
artistic application. If, as Deleuze remarks, ‘the two operations belong to
the same horizon’, for example, ‘life becomes resistence to power when
power lakes life as its object’, (1988, g2) then taking the latest
technological development as its starting point for investigation cannot

be the most appropriate, because there is no most appropriate.

Agamben points to such a difficulty when he remarks that ‘the

concept of resistance here must be understood not merely as a political



metaphor but as an echo of Bichat’s definition of life as “the set of

2”9

functions that resist death™. Remembering Foucault’s crisis resulting
from his realisation that ‘life is what is capable of error’, we can
understand the whole inverted complexity of the problem when
Agamben is critical whether ‘[the concept of life as “the set of functions
that resist death”] truly suffices to master the ambivalence of today’s
biopolitical conflict, in which the freedom and happiness of human
that marks their

beings is played out on the very terrain— bare life

subjection to power’. (19g9a, 232)

As human beings subjected to this biopolitical conflict we touch
our own lives and it does not surprise that the last moves of Foucault
and Deleuze are concerned with life, and more precisely, with the self.
However, is not this move, according to their own assertion of ‘error’
and a vitalism rooted in the inactive ‘contraction of the elements of
matter’, a shadowboxing that, rather than striking a breach into
potential futures, multiplies the biopolitical monstrosities themselves?
Should not one take seriously Benjamin’s reinsurance of the
cinematographic space in architecture —architecture here understood as
the realm of ‘use’, ‘touch’, ‘habit’, and gesture, in so far as gesture is

understood not as an actualisation of a means towards an end but rather

as a means as such?

Architecture tends towards tactile reception by the masses
independently of its (ideological) means of production. This tangibility
beyond visibility is its political potential and our hope. Architecture
tends towards an indifferentiation of itself in its environment, in which
habit, as a contraction, as a life, as an imagination, always tells more
than what we see. Even though Bataille may be right that architecture ‘is
only the ideal soul of society, that which has the authority to command
and prohibit’ (Bataille 197188, 1:171, as translated in Hollier 1992, 47),
and thus represents dominant ideology, it is also true that architecture
always tells us more than any ideology would want us to see."” The
potential for the criticality of architecture —but also the potential for its
non-knowledge, its inoperativity, its eroticism— resides not in its making
but in its tactile reception, in touch: not in architectural practice as a
means of producing architecture, but architectural practice as a means

of understanding itself as architecture: architecture as a means of

understanding what and how architectural practice produces.

If we may conclude that the indifferentiation of art into life is

already proper to architecture and that this artistic process of

9 See the model photographs by Demand, who builds models of
photographed, ideologically charged scenes, however, eliminating those
elements that charge it with ideology, thus exhibiting their pure gesture.
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indifferentiation might be called an architectural gesture, then we must
conclude that the making of architecture, in order to be an architectural
gesture, indifferentiates itself into lived architectural practice by tactile
reception. Only if the lived criticality of (architectural) making coincides
with the criticality of the made (architecture) is there hope for evicting

the neo-liberal ideology of control and compliance.

The Architectural Gesture of Building Cinema

If the mode of tactile reception developed with reference to architecture
‘finds in film its true means of exercise’, (Benjamin 2007a, 240) in what
way other than the nowadays out-dated ‘shock effect’” does film meet

architecture’s mode of reception halfway?

In his Notes on Gesture Agamben claims that ‘the element of cinema
is gesture and not image’. (2000, 55) Extending Deleuze’s concept of
movement-image Agamben argues that in it ‘the mythical rigidity of the
image has been broken’. (55) ‘Neither poses éternelles (such as the forms

of the classical age) nor coupes immobiles of movement’ (55) are images

properly speaking. In each case they establish a relation to spatio-
temporal movement by means of ‘voluntary memory’ (known or
unknown history) or involuntary memory (the before and after of the
momentary section the image captures). Each image ‘could be seen not
as immovable and eternal forms” writes Agamben, ‘but as fragments of a
wﬁm—‘:nmewmmmE:woﬁm_om_\m_:ﬂ.Aau95?5:5&S‘Eormxwo%m:5

gesture as such in what Deleuze calls coupe mobile, ‘leads images back to

the homeland of gesture’, (56) concludes Agamben.

If applied to an activity enacted by an actor in a film, what
conslitutes the gestures is neither the actor’s practice of acting (which
would include rehearsals, multiple takes, isolated actions, etc.) nor the
finality of the enacted act (e.g. the act of killing another person does not
end in the death of another actor). The example Agamben gives— which
neatly fits the site of the bedroom-gua-cinema-—is pornography. This
example is pertinent because it makes the relation of the gestures of the
actors to the audience explicit:

Just as in a pornographic film, people caught in the act of performing a

gesture that is simply a means addressed to the end of giving pleasure

to others [...] are kept suspended in and by their own mediality — for the
only reason of being shot and exhibited in their own mediality —and

can become the medium of a new pleasure for the audience (a pleasure

that would otherwise be incomprehensible). (58)
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Strictly speaking, the practice of the pornographic actor is acting, not
giving pleasure to others, and the acting produces not the pleasure of
the other actor, but the pleasure of the audience. Certainly, the actor’s
enactment of giving pleasure does not make the actor a sexual maniac in
private live, just as the other actor cannot claim to have been sexually
harassed. The actor’s enactment of giving pleasure is neither a practice
(acting as such, whatever il is, is the actors end in itself) nor a
production (the film and its exhibition with a certain effect in a cinema
is the action’s end). The actor’s enactment of giving pleasure is nothing

but gesture as ‘pure and endless mediality’. (59)

In the same sense, in language, ‘the gesture is |...]
communication of communicability’. (59) Analogically we can say that in
architecture the gesture is building of buildability. Moreover, just as in
language communication can be spoken or written, in architecture the
gesture is the active building of buildability and the built building of

buildability.

According to the same logic with which Agamben claims that
‘from this point [gesture as communication of communicability] derives
...] the proximity between [...] philosophy and cinema’ (5g) we can

propose that, just like ‘cinema’s essential “silence” [...] is [...] exposure

182

of the being-in-language of human beings’, (59-60) architecture exposes

its building in its own mediality.

In this sense the architectural gesture can be seen as received
from cinema—in its being-in-language —and in their shared principality

of tactile reception resides their conspirational potential.



Figure 50 Hardliz, R., Cinema
Car, car transformed into a cinema,
Berne, 2016, photo: Nicolas
Grandjean, 2017
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Hardliz, R., Cinema

Car, interior view, Berne, 2016,

Figure 51

photo: Nicolas Grandjean, 2017



‘igure 52 Hardliz, R., Cinema
T b b

Car, interior view, Berne, 20106,
photo: Nicolas Grandjean, 2017



Figure 53 Hardliz, R., Cinema Car, exterior view with guests aproaching, Gas Works Berne,
2017, photo: Nicolas Grandjean, 2017
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Figure 54 Hardliz, R., Cinema Car, exterior view with guests leaving, Gas Works Berne, 2017,
photo: Nicolas Grandjean, 2017



Conclusive Notes

Idiotic Research

The idiot is neither the one who does what seems rational nor the one who does what
seems pleasurable, according to Deleuze. Referring to Dostoyevsky, for him the idiot is

2110

the one who knows that ‘beyond consciousness and passion™* there is a question, there
is a question, there is a question—but what is it? Maybe research is idiotic, when it is
searching for questions rather than answers. To answer this question, one would have to
start with the results and then ask, by looking at the work, whether there is (or there will
have been) a question. The result is, in short, a thesis that is a production of a mode of
writing and, in the case of a mixed mode thesis, also a production of other modes of
researching. If there appears knowledge 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 artist writing a thesis confronts the
non-art of writing a thesis with the writing of a thesis as art. The encounter between the
conventions of research and the et/os of art takes place, however, as art, with nothing at
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,

" Thinking of the differentiation Spivak makes between ‘desire” and ‘interest’ here Deleuze’s
distinction, which seems to assign ‘passion’ lo the unconscious or irrational, appears as banal.
Using a term Latour borrows from Gabriel Tarde we might discern rational interests from
‘passionate interests’, on the one side, and disinterested desire, on the other. The difficulty of
imagining a person doing something that is absolutely disconnected from this person’s interests
provides the justification of calling this person an ‘idiot’. But it is also the precise opposite of the
world Voltaire was fighting in Candide ou [’Optimisme, where all events are concatenated in ‘the
best of possible worlds’ (“Tous les événements sont enchainnés dans le meilleure des mondes
possibles’. (Voltaire 2007, 149)), at times recalling the ‘smoothness’ of our own. “That’s well said’,

answers Candide and, by turning to a work that is being demanded from him and that will give
him joy, adds: ‘mazs il faut cultiver notre jardin’. (150)
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my hope is that disinterested desire shines through—communes passionately —shedding a

light (on things) that may not be new but unknown.

Equally, the mode of taking care of knowledge by other means than writing
draws the conventions of research into the et/ios of art. In this draft, the visual non-art
character of research practice and documentation touches the work of art, its practice.
In the beginning, as described in the introduction, art practice literally took the writing
of a thesis as if it were its own practice and filmed it, inevitably realising that any form of
documentation generates its own gestures forming another practice and therefore never

represents what is being documented other than the act of documenting as such.

One could also, conveniently, distinguish between discourse and spatial practice.
At least since Foucault’s discourse on language we know that discourse is a spatial
practice. However, consequently, 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
being separated by them — enter in a relation with various sociocultural and spatial
discourses.™ Through an original sequence of spatial ‘quotes’ and ‘glosses’ the wall
draws a line that zs a critical sketch of original knowledge, with its own ‘logic” and
integrity’, by constructing nothing new, as it were. Equally to writing, in spatial practice

disinterested desire may shine through shedding lights hitherto unknown.

Such work of art, inverted by (gravitational) forces, constitutes a model that may
contribute to a new understanding of architecture, less as consumed, but rather as
consuming itself, or understanding 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 vzs-a-vis the dominant ideologies. By
looking at what has been done, a seemingly idiotic question for the work of art shows at

the root of this work: How to receive the political by Ph.D.?

This question shows its idiocy by means of showing. It politicises a deeply rooted
private use, which is idiotic. It reveals the question “What is the question?” as its
foundation. To reveal idiocy is idiotic. But the question “What is the question?” is the
most fundamentally critical, as the revelation of idiocy is pure political act. What
remains to be done, in conclusion, is to keep the distance and to stay in touch and to

continue —go to the crossroads!

" In the field of art i.e. with the Green Light Corridor by Bruce Nauman. (Nauman 19g6)

¢
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Paris is the starting point to join two perspectives in a project: on the one side,
the spatio-discursive exploration of the acquaintance and potential friendship between
Bataille and Benjamin as an incommunicable instance of getting ready to overturn
things; on the other side, the spatio-discursive cinematographic exploration of the

current use of the prehistoric cave of Lascaur in the South of France.

‘Theoretical Coincidence’

When in the 1930s Benjamin was writing at the Bibliotheque Nationale in Paris, Bataille
was employed as a librarian there. Although they never refer to each other in their texts,
their closeness and a substantial exchange are more than probable. For a discussion
between Benjamin and the College de Sociologie, which was co-founded by Bataille, there
is evidence furnished in letters and, for example, in a text by Pierre Klossovski.
Benjamin’s disconcertedness provoked by the ambiguity of the acéphale a-theology
caused him, according to Klossovski, to object to the group of French intellectuals the
conclusions he had drawn from his analysis of the intellectual bourgeoisie German
evolution: that the metaphysical and political pledge and outdoing of the
incommunicable had prepared the psychological terrain favourable for Nazism."” They,
in return, accused him of a personal version of a ‘phalanstery™ renewal, which would
make work an accomplice of desires and greediness thus ceasing to be its castigatory
compensation. That Benjamin entrusted his manuscript of the Arcades Project to Bataille
just before he left Paris escaping from the Nazis shows that the relation between the two
thinkers was not just superficial."* Considering that the Arcades Project as an expending
theory reminds earlier works of Bataille suggests that the relation between the two

thinkers was ambiguous: marked by attraction and repulsion.

" See Rupp 2007, 297. Note: The ‘incommunicable’ reminds the notion of ‘fake news’ spread by
the current U.S. Government, which suggests that being the fake there is a true news that is not
being communicated —and in fact is incommunicable in a culture of total deniability.

" A phalanstére is a self-sustaining (utopian) community including the concept of free love. It was
developed by Charles Fourier in the nineteenth century and realised at several occasions. The
most famous example of modern architecture that draws on Fourier’s concept is Le Corbusier’s
Unité d’Habitation in Marseilles. The Israeli Kibbutzim are influenced by the concept of the
phalanstere.

" Bataille also hid Paul Klee’s Angelus Noous drawing, which Benjamin owned. See last
subchapter of the conclusion.
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Gerhard Rupp’s pointing to the notion of ‘theoretical coincidence’ with regard to
the (missed) encounter between Benjamin and Bataille, which Adorno used for the
relation between Benjamin and Ernst Bloch,"™ seems promising not least from the
perspective of an understanding of architecture as encounter. Which are the theoretical
spaces of coincidence, in which they are in touch? This question regards both the
Bibliotheque Nationale in Paris (as an example of a potential architectural space of their
emcounter)“(i 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 well-received habitual condition for a work
of art that itself searches for ‘prospective cultural practices’ instead of the production of

artworks. So we now may step sideways and look at the other project.

Frechship is not Friend

The work of the housekeeper at the cave of Lascauxr consists in checking technical
devices that are placed inside the cave to control temperature, humidity, ete. A simple
man from Montignac, the near village, neither art historian nor palacontologist, he has
the privilege to examine the prehistoric paintings in the cave absentmindedly three to
four times a week. I got this information from the housekeeper himself when I was
preparing and realising my filmic essay on Lascaux in the forest above the cave. Late in
the evening I and my Volkswagen-Multivan were the only ones left on the parking lot,
except his car, and when he suddenly came out of the monitored fenced area of the
original cave we got in a short conversation. He was proud of his privilege. It occurred
to me that he is the only person who actually uses the cave, or that his work represents
the main contemporary use of the painted cave of Lascaux. His use exceeds the access of
scientific researchers by many times, which is strongly restricted due to the high risk of
imminent destruction of the delicate paintings aged around 17.000 years"” by changes of
the microclimate in the cave caused by the perspirations and radiations of the human

body. Because the cave is situated rather close to the humidity of the forest soil above it,

" See Rupp 2007, 298n.

6

See Figure 4: Is the person in the background Bataille? What is important here is not
answering the question but having asked it.

7 Some palacontologists are contesting the age dating allocating the paintings in previous
periods.
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the control of the instruments registering the slightest changes of the microclimate in

the cave is indispensible and, therefore, his work is necessarily an everyday practice.

The idea for a cinematographic gesture as a means of shedding an unknown light
on the paintings of the cave —or, rather, a first sketch of such an idea—consists in
accompanying the housekeeper on his daily work with a camera and documenting his
work by filming his hands. The precious paintings would appear in the background,
fleetingly, fragmentary, and blurred, the hands appearing as touching them, caressing,
stroking, striking, comparable to the use of hands and how they articulate space in the
films of Robert Bresson."® The idea is also a replication to the German director Werner
Herzog’s film Cave of FForgotten Dreams," for which in 2010 he gained exclusive access to
the cave of Chauvet with a 3D camera. The very beginning of the film exposes the dream
of what the film 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 Ardeche valley.
Here the cave containing some of the world’s most precious prehistoric paintings aged
around 30.000 years has been discovered in the 19gos and named Chauvet after one of its
discoverers. We float silently through the wintery vines, overlain by nothing but the title
of the film, the name of the director and occasional blurs of snowflakes. Then the 3D
camera slowly lifts—obviously manoeuvred by a drone—and opens our sight to the
iconic Pont d’Are, a natural rock bridge underneath which the Ardeche river floats, and
then, from the off, Herzog’s voice, pathetic by the clear attempt to avoid any pathos,

breaks the silence—and the dream.

It is impossible to produce a work that can live up to the actual experience of the
cave and the paintings — which is even impossible when being inside the cave, as the
archaeologist Julien Monney attests in the film, who after five consecutive days working
in the cave had to stop going there in order to digest or come to terms with the
impressions the paintings made on him causing dreams in which appeared painted and
real lions, not frightening, but ‘deep’ and ‘powerful’. “The position of every feature in
the cave is known’, says Herzog, 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:

" See for example Pickpockets , 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 mishandle the donkey Balthazar also
articulate a history of maintenance: hand (French /a main) + tenancy (‘maintain’ from Latin manu
tenere, hold in the hand).

" The film is accessible on YouTube: https://www.youtube.com/watch?v=yoSBMdAh_eY
(accessed g™ September 2017).
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the main goal is to create stories of what could have happened in that cave during the
past. (Herzog 2010, 16’; Monney talks about his work, but also about his background as a
circus artist, and his dreams)
In the same way, 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 and let the dreams of

friendly lions, real and painted, contract in a habit by tactile reception.

An example for an artistic representation of an issue as charged as the Chauvet
cave, that manages to regenerate an experience of a work of art that is not that what it
says—as a work of art—but simply its artistic gesture, is the film 17 Letters to Deleuze_A

120

Video Essay by the theatre maker Peter Stamer,” in which Stamer ‘parfes| down
Deleuze’s seven-and-half hours of dialogue [with Claire Parnet] to an 85 min found-
footage flick’, as he writes on his website. In the original interview ‘the topics [Deleuze]
was confronted with followed the [26] letters of the alphabet’. (Stamer 2015) In Stamer’s
video essay, in which only 17 letters of the alphabet appear—‘yes, I haven’t used each
letter of the Abécédaire, 1 rather selected concepts I felt most familiar with in and for my

own arlistic practice’ (Stamer 2015)—when it comes to the letter ‘F as in Friendship’

Deleuze asks:

L’amitié... pourquoi on est ami de quelqu’un? (Stamer 2015, 24”)

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 apl lo seize a certain type [...] of charm; there is a perception of charm. [...] IUs 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’. (24) Some are susceptible to receiving the signs of charm someone
emits —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’, (26°) adding that it

is very curious and that he thinks we will only know what philosophy is once we have

”* The film is accessible on Stamer’s website: http:/peterstamer.com/featured/ry-letters-to-
deleuze/ (accessed 9”‘ September 2017). In the following I translate from French to English.
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clarified these questions of friendship. He gives a hint: ‘If you don’t recognize a little
trace of madness in someone, you are unable to love him/her’. (277)
We all are ... a bit mad. [...] I am happy that this little insanity is the source of a person’s
charm. (28’)
Isn’t this little insanity, the charm that appears when people do not know what to do,
when they loose their heads, loose control, loose the pedals, isn’t all that just another
way of becoming a société acéphale, exhibiting a critique of the societies of control,
unhinging centrifugal or gravitational forces? Taking the camera as a prime instrument
of control and making it loose its control—i.e. by means of deferred gravity—is a way of
exhibiting critique of the society that belongs to it. Taking it to the caves and to the
theatres —and to any unoccupied territories as they occur-— seems like a good starting

point.

Marc Azéma, a French researcher on prehistory, has published a thorough
analysis on the movements of the animals represented on the walls of prehistoric
caves.” More than forty percent of the figures are animated. This percentage of
animation is conslant geographically and historically, thus forming an essential, as
opposed to stylistic, as Azéma puls it, component of Palaeolithic art. 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, own translation) That is to say that 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 medias’. (453, own

translation)

The description of movement is narrative not because it tells a story; rather, it
tells a story because its narrative potential is inscribed in the description of movement.
This is why simply following the movements of a camera appears as comical. 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 contemporary cartoons— are indeed the
origins of writing, then writing could be seen, using a term Azéma uses in the title of

one of his publications, as an ‘illusion of life’. (2010) The relation between ‘illusion of

' See Azéma 2010.
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life’ and infrastructure is that infrastructure 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 just
abstracted juxtapositions and superimpositions of drawings animate the potential
narration; the images of opposing walls, for example, do so as well. This becomes
evident to every visitor of a cave when the animals on the three-dimensional rocks start

moving due to our own movements and the moving light of a torch.

Work on Crossroads

In Prehistoric Painting— Lascaux or The Birth of Art Bataille explicates, on the base of the
human being’s play and awareness of death, his theories of prohibition and
transgression. Bataille also wrote a film scenario that was never realized, La maison
brilée, in which the audio-visual strategies for capturing the heterogeneous can be
interpreted as an attempt of creating a filmic language of ecstasy.” Benjamin, too,
referred to prehistoric painting in his Work of Art essay, but more importantly, he draws
on the ‘tactile appropriation” of architecture to explain the politicising role he assigns to
the work of art, notably cinema. In both thinkers’ work there is an element of touch and
capture (ecstasy or absentmindedness) that may be interpreted as based 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 architecture as being about something.
Rather, architecture exhibits itself as a life form, as a habitual condition, that
communicales its architecturability. It speaks itself. It speaks as itself (or as something
else, but never about something else). In as much 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 the potentials in one scene, exhibited and lived:

scattered traces of remains, traces of a

foyer, caverns, furtive shadows, lamps (Bataille 200¢, 182)

”? See Finter 2004, 85-107.
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Conclusion

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

as de-scission, but the introduction of a scission.

More generally it is thus a redefinition, not an expansion, of architecture. By
separating the original creative networker from the commanding master builder, thus
neultralising them by not conflating them but keeping them in constant touch, we could

also say that it is an anarchic, or even anarchitectural exposition of architecture.

However, more important than any definition of non-construction or redefinition
of destruction, the attempt of such a determination has lead to a change in my practices:
a rethinking of filmic documentation as a filmic understanding of architectural relations
in times of control. This—and the telling of this by means of the written thesis and the
Cinema Car to those who can make use of it and respond to it—1is an original
contribution to knowledge. What struck me, though, was the experience that this

determination was only possible by means of that stroke, which, out of nowhere, strikes.
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Figure 55 Klee, P., Angelus Noyus, drawing, monoprint, oil
transfer method with watercolour, 31,8 cm x 24,2 em, since 1989 at

Israel-Museum, 1920

Figure 56 Hardliz, R., Angelus Noyus, marker drawing after
photographs of the original drawing by Ella Hardliz, Berne, 2017
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Postface

Habemus Angelus Novus— The Anarchic Event

A last scene deserves attention, one that may rather be a continuous methodological
reflection on the conditions of artistic existence and the work of art than a project as
such. As | 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. With a
piercing it is still possible to speak of a possession because it can be eliminated quasi
without trace: to do this with a tattoo is impossible even with the most sophisticated
surgery. A tattoo cannot be possessed because it cannot be dispossessed. It is a
paradigm. Its origin is the child and its relation to the parents, 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 opening from the perspective
of the impossibility of possession is liberating. 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.

Benjamin bought Klee’s drawing Angelus Novus in 1921 and hung it as a
companion in every apartment he lived in. He entrusted it, with his manuscripts, to the
custody of Bataille, who concealed it in the Bibliothéque Nationale in Paris, when he
fled the Nazis. Shortly after in 1940 he ended his life in Port Bou. For Benjamin, the
Angelus Novus is the angel of history. He looks back on what the progression of history
leaves behind. Embedded in times of war, Benjamin qualifies these outcomes as
‘wreckage’ and ‘debris’ resulting from ‘catastrophic’ ‘smashing’. (2007a, 257-8) But the
wind that carries the angel through time originates in ‘Paradise’ 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 violence as a qualitative entity that comes with it.
But what marks the Angelus Novus as an eternal creature beyond any current condition

is the pure state of a witness to which he is reduced. In this state he cannot but ‘fixedly
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contemplat]e]’ (257) 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 sail against or into the wind, to take the wind out of someone’s sails, to be
upwind or downwind, and to be blown down 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 prevent 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 1s my Angelus Novus. It witnesses the catastrophe I produce by ‘piling
up wreckage upon wreckage’. (257) That the tattoo is a gift to me given by my daughter
has turned the world and its time upside down. I understand: my daughter is not
younger than me; we all are in the same age, the living, the dead, and the unborn; the
child is only a paradigm of all the non-dissociable forces of life, of life as inseparable; we
have been caught by an eternal whirl making us believe that there is succession,
progress; that ‘what we call progress, [is] this storm’, (258) which, in the end, is the
motivated architectural potential of eternal encounter. Always witnessed by the angel of

history, this storm both demands and allows further research.
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