\ LANDSCAPING

LT\
Edward Burtynsky

Urban Renewal #5, City Overview From Top of Military
Hospital, Shanghai, 2004

“Nature transformed through industry is a predominant theme in
my work. I set course to intersect with a contemporary view of the
great ages of man; from stone, to minerals, oil, transportation, sili-
con, and so on. To make these ideas visible I search for subjects that
are rich in detail and scale yet open in their meaning. Recycling
yards, mine tailings, quarries and refineries are all places that are
outside of our normal experience, yet we partake of their output on
a daily basis.”
[Edward Burtynsky]

\L-2\
China Quarries #6, Xiamen, Fujian Province, China, 2004

“These images are meant as metaphors to the dilemma of our mod-
ern existence; they search for a dialogue between attraction and re-
pulsion, seduction and fear. We are drawn by desire — a chance at
good living, yet we are consciously or unconsciously aware that the
world is suffering for our success. Our dependence on nature to
provide the materials for our consumption and our concern for the
health of our planet sets us into an uneasy contradiction. For me,
these images function as reflecting pools of our times.”
[Edward Burtynsky]

\L-3\
Super Pit #4, Kalgoorlie, Western Australia, 2007

\ CURVED SPACE

\cs\
Folded rock in Namib desert (Southern Africa)

When Einstein wrote his general theory of relativity in 1915, he
found a new way to describe gravity. It was not a force, as Sir Isaac
Newton had supposed, but a consequence of the distortion of space
and time, conceived together in his theory as space-time’. Any object
distorts the fabric of space-time and the bigger it is, the greater the
effect.

Just as a bowling ball placed on a trampoline stretches the fabric
and causes it to sag, so planets and stars warp space-time - a phe-
nomenon known as the ‘geodetic effect’. A marble moving along the
trampoline will be drawn inexorably towards the ball.

Thus the planets orbiting the Sun are not being pulled by the
Sun; they are following the curved space-time deformation caused by
the Sun. The reason the planets never fall into the Sun is because of
the speed at which they are travelling. According to the theory, mat-
ter and energy distort space-time, curving it around themselves.

(Anushka Asthana and David Smith, The Observer)

\ NOUMENON CONUNDRUM

Charles Avery
The Islanders: An Introduction, 2004 - ...

For the past four years, Scottish artist Avery has created texts, draw-
ings, installations and sculptures which describe the topology and
cosmology of an imaginary island, whose every feature embodies a
philosophical proposition, problem or solution.

\NC-1\

Untitled (World View), 2008

Avery’s mapping of the Island, to be completed over a projected ten-
year period, can be interpreted as a meditation on making art and
the impossibility of finding “truth”. The artist is characterised as a
bounty-hunter, retrieving artifacts and documenting scenes from the
subjective realm. Some of the works on show will focus in absurd
detail, on particulars such as the sale of pickled eggs in the market-
place. Others present mysterious landscapes, such as the “Eternal
Forest”, a place no one can ever reach but where a prized beast
called the Noumenon is rumoured to live. A specimen of the Island’s
wildlife will also be on show, having been realised in the form of a
large taxidermy sculpture. These vivid and intricate works invite the
viewer to recreate the Island in their own minds, and to use it as an
arena for exploring philosophical conundrums and paradoxes.

\ CONCRETE CASTING

\CC-1\
Rachel Whiteread
House, 1993
concrete, (destroyed)

Nineteenth-century sculptors referred to the process of bronze cast-
ing as life, death, and resurrection as the original live object was
destroyed in the casting process and resurrected in bronze. In a
similar but distinctly different manner Rachel Whiteread casts the
space inside, around, and adjacent to objects that have been part of
people’s lives. This process and her choice of materials transform
the residue of everyday life into ghostlike, uncanny spirit images of
everyday objects.

Rather than using the traditional casting process of making
molds of objects and then casting them in a different material,
Whiteread uses the objects themselves as molds. For example her
2002 sculpture “Sequel IV”, is a casting of the enclosing space sur-
rounding the backs of a library shelf done in plaster. This is a reversal
of a bookshelf as the titles are hidden and the books inaccessible.
Instead of inviting browsing, these books are inaccessible shadows,
frozen in time, reflecting hidden knowledge. It is as if we came upon
an ancient ruin of a library.

\ THE INVISIBLE LINE

\IL-1\
Gordon Matta-Clark
Splitting, 1974

Gordon Matta-Clark (1943 - 1978) was an American artist best
known for his site-specific artworks he made in the 1970s. He is
famous for his “building cuts,” a series of works in abandoned build-
ings in which he variously removed sections of floors, ceilings, and
walls. Over a period of about three months in 1974, he made two
parallel vertical cuts straight through the middle of a nondescript
two-story suburban house in Englewood, New Jersey, removing the
material left between the cuts as well as some of the foundation
blocks on which the house stood so that one half slightly tilted away
from the other, creating a wedge-shaped aperture between them.

\ BIOMIMETIC CHAIR

\BC-1\
Ai Weiwei
Monumental Junkyard, 2006
each 210 x 80 cm

\BC-2\

Marble Chair, 2008
125 x 52 x 50 cm

“The marble chair is made from a solid piece of a stone into a chair,
into something which ironically overthrew the idea of the wooden
classic chair. The work as one piece is strongly against its own form,
its own way of structure. In the kind of making it really dismisses its
own meaning. [ enjoy that part.”

[Ai Weiwei]

\BC-3\
Joris Laarman
Bone Chair

Joris Laarman’s Bone chair takes its inspiration from the efficient
way that bones grow (adding material where strength is needed and
taking away material where it’s unnecessary). Made using a digital
tool developed by GM that copies these methods of construction,
Laarman says the ironic result of his biomimetic technique is “an
almost historic elegancy” that is “far more efficient compared to
modern geometric shapes.”

If evolution could create a chair ...

Trees have the ability to add material where strength it is needed.
But bones also have the ability to take away material where it is not
needed. With this knowledge the International Development Centre
Adam Opel GmbH, a part of General Motors Engineering Europe
created a dynamic digital tool to copy these ways of constructing
used for optimizing car parts. In a way it quite precisely copies the
way evolution constructs. I didn’t use it to create the next worlds
perfect chair but as a high tech sculpting tool to create elegant shape
with a kind of legitimacy. The chair is the first in a series and the
process can be applied to any scale until architectural sizes in any
material strength ...

(credits to: Prof. Dr. Mattheck, Forschungszentrum Karlsruhe

and Gravotech B.V.)

\  ORE GENESIS

\OG-1\
Maarten Vanden Eynde

Genetologic Research Nr. 25: Ore Crystal, 2006
60cm x 80cm x 160cm

An ore is a volume of rock containing components or minerals in a
mode of occurrence which renders it valuable for mining.

Rare samples of ore in the form of exceptionally beautiful crys-
tals, exotic layering (when sectioned or polished) or metallic pre-
sentations such as large nuggets or chrystaline formations of metals
such as gold or copper may command a value far beyond their value
as mere ore or raw metal for subsequent reduction to utilitarian pur-
poses.The grade or contained concentration of an ore mineral, or
metal, as well as its form of occurrence, will directly affect the costs
associated with mining the ore. The cost of extraction must thus be
weighted against the contained metal value of the rock and a ‘cut-off
grade’ used to define what is ore and what is waste.

Ore minerals are generally oxides, sulfides, silicates, or “native”
metals (such as copper) that are not commonly concentrated in the
Earth’s crust or “noble” metals (not usually forming compounds)
such as gold. The ores must be processed to extract the metals of
interest from the waste rock and from the ore minerals.

Ore bodies are formed by a variety of geological processes. The

process of ore formation is called ore genesis.

\0G-2\
The various theories of ore genesis explain how the various types of
mineral deposits form within the Earth’s crust. Ore genesis theories
generally involve three components: source, transport or conduit,
and trap. This also applies to the petroleum industry, which was first
to use this methodology.

Source is required because metal must come from somewhere,
and be liberated by some process.

Transport is required first to move the metal bearing fluids or
solid minerals into the right position, and refers to the act of physi-
cally moving the metal, as well as chemical or physical phenomenon
which encourage movement.

Trapping is required to concentrate the metal via some physical,
chemical or geological mechanism into a concentration which forms
mineable ore.

The biggest deposits are formed when the source is large, the
transport mechanism is efficient, and the trap is active and ready at
the right time.

\  SYSTEMATIC LANDSCAPES

\SL-1\
Maya Lin
Caspian Sea, 2006

\ CONCRETE CASTING

o2
Rachel Whiteread
Sequel 1V, 2002

“House” was cast from the last row house left in an area in East
London that being demolished for urban renewal. The brick and
wood structure of the house was used as a mold for the casting of
“House”. After the structure was stripped away, what was left was
a ghostlike monument to the private insides of a dwelling turned
inside out.

(Text by Damon Hyldreth)

\  NEUTRAL BUNKERS

\NB\
Leo Fabrizio
Swiss Bunkers, 1999-2004

Switzerland is riddled with hidden and disguised military installa-
tions. What appeared to be a rock face in a lay-by beside the road
were actually steel and concrete doors painted like rock. A five years
study by, questioning landscape and identity. Is the territory sur-
rounding us influencing our identity? What happens then when this
territory, reputed to be wild and pure, is in fact completely manipu-
lated by humans?

‘After the cold war ended many of the bunkers became obsolete.
The tendency is to forget them or even to renounce them, my ap-
proach on the contrary, aims to expose them from a new angle. This
approach has led me to discover a great number of bunkers, some in
remote areas, sometimes difficultly accessible, covering the whole of
the Swiss territory. The relations between these basic shaped bunkers
and the often-sumptuous landscape surrounds them became an es-
sential part of the study. I looked for the most spectacular bunkers,
notable for their camouflage devices, true theatre scenery made with
the utmost care. A quality indeed fully Swiss.’

[Leo Fabrizio]

\  SYSTEMATIC LANDSCAPES

\SL-2\
Pierre Huyghe
Timekeeper, 1999

Installation view of a hole revealing wall painting of successive ex-
hibition layers, 20 ¢cm in diameter at the Viennese Secession. Like
A geographical cross-section, Timekeeper uncovers and shows the
successive layers left behind by previous actions (wall paintings) on
the walls of the Wiener Secession. Just as the rings of a tree tell its
history. Timekeeper is a caption that tells the story of its location. It
allows the work of different artists to coexist. A kind of retrospective
and group exhibition.

“It’s very difficult to say what’s poetic in my work because it’s not
something ‘mathematical’. It’s not a recipe. There’s no reason to have
a recipe and say that I'm going to be poetic. I never do that. It’s rarely
within the form itself. It’s more in the process. If there is something
poetic, it’s poetic in the procedure ... in the way things are made.”

[Pierre Huyghe]

\  OCEAN EARTH

\OE\
Peter Fend

Ocean Earth Construction and Development Corporation,
1980

The aim of the Ocean Earth Construction and Development
Corporation is research on alternative energy sources. They use sat-
ellite imaging to monitor and analyze global ecological and geopo-
litical hot-spots, largely for media clients. Considering the world a
living earthwork, ecological aspects are linked to and interconnected
with artistic aspects. Ocean Earth was conceived as an instrument
for implementing the goals of the environmental art movement, di-
rectly building upon the ideas of artists such as Joseph Beuys, Robert
Smithson and Gordon Matta-Clark. Through inter-disciplinary col-
laborations and by connecting ecological imperatives with experi-
mental new technologies, Fend asks ‘How far can art go?” in drawing
attention to a belief that artistic research can generate productive
dialogue about global ecological problems and that it can be used to
develop effective solutions.

\  SYSTEMATIC LANDSCAPES

\SL-3\
Maya Lin
Atlas Landscape, 2006

\' GEOLOGICAL GRAFFITI

\GG-1\
Egyptian Theatre, Los Angeles

The construction team currently restoring the 1922 Egyptian
Theater, the American Cinematheque’s future home on Hollywood
Boulevard, is engaged in a peculiar form of archeological excava-
tion. Bound by federal laws dictating what renovations are permis-
sible within a designated historic landmark and required to create a
space suitable for contemporary media arts exhibitions, the workers
peel back layers of piaster, paint and drywall. In the process they
have revealed fragments of a 1960s-era mural, a hybrid of psyche-
delic and Egyptian styles, and, several layers beneath this, what re-
mains of the original pastel and art deco '20s decor. The excavation
of successive false fronts and simulations suggests an architectural
model for urban memory. Each layer reworks not a lost original but
rather a prior approximation.

\GG-2\
This is an extreme closeup scan (2400 dpi) of a paint chip retrieved
from the ruins of Belmont Art Park from a piture taken by Amy
McKenzie earlier this year. The fragment is about 1cm thick, and
appears to consist of about 150-200 layers of paint.

\ THE ORIGIN AND DEVELOPMENT OF LIFE ON EARTH
1. The Uniformity of Life

Charles Darwin (1809-1882) was one of the first who saw the uni-
formity in all living organisms. He did extensive research on plants
and animals and found so many comparability’s in structure and
chemical composition that he came to the following conclusion:
‘probably all the organic beings which have ever lived on this earth
have descended from some one primordial form (oervorm)’

Right now we know that this uniformity of life originates from
DNA (DeoxyriboNucleid Acid) which can be found in the core of
every cell. Certain parts of this DNA is copied into the messenger-
RNA (RiboNucleic Acid). This copy leaves the cell-core into the cell-
liquid to be transformed into endosperms. This is the central dogma
of Biology.

The hereditary material from humans consists of +/- three billion
construction toes (bouwstenen); the total length of DNA in every cell
is about two meters. A cell is about hundred micrometer big and the
core is just a small part of it. In order to store two meters of DNA in
the cell-core, the DNA is folded compactly into chromosomes with
the aid of some endosperms. Each of the 23 pair of chromosomes
that we all have in every cell-core, exists of one long folded up DNA-
molecule. To get an idea of the the incredible density: if you take all
the DNA from all our chromosomes from all our bobycells, you can
make a line which is one hundred times the distance from the earth
to the sun.

The amazing part is that all this DNA originates from an original
DNA string of two meters, of which we all started when we were
conceived.

Now the question is which is the most recent common descen-
dant of all plants, animals, moulds and micro-organisms that ever
lived on this planet?

What was it? When did it live? And where did it come from?

2. From Soup to Pizza

RNA is a barrier of hereditary information, but can also influence
molecules. RNA is just like DNA a string of nucleine sour. It is build
up out of sugar, phosphate and nitrogen bases, but consists usually
of one string. DNA has two. RNA arises more easy than DNA, it is
extremely flexible and occurs in different qualities. Some forms of
RNA have functions, just like some endosperms, which can acceler-
ate a chemical reaction: so called ‘catalytic functions’. Basically RNA
can preform both functions of DNA and Endosperms. Therefor RNA
can be the chicken and the egg at the same time.

To make molecules, like RNA- molecules, you need to have at-
oms. The basis material for the creation of life is given by nucleo
synthesis, the forming of new atoms. This occurred during core fu-
sion processes, just after the Big Bang, and during the formation of

new stars.

With many different atoms a chemical evolution can take place.
But in order to start this process the atoms need to be put together.
This could have happened by the impact of meteorites, who could
have delivered simple organic connections.

It is generally believed that a comet consists basically of a loose
conglomeration of frozen gases with embedded material similar to
that found in the carbonaceous chondritic meteorites, and conse-
quently that comets may be nearly pristine samples of the original
solar nebulal-5. Thermal processing within comets could have
played an important part in determining their present state; in par-
ticular, we find that liquid water might have been available in some
comets over geologically and biologically significant spans of time.
It follows that a cometary origin is not excluded for some thermally
metamorphosed meteorites and asteroids, that comets may contain
quite complex organic molecules, and that comets may have played
a role in the origin and conceivably even in the subsequent evolution
of terrestrial life.

It could also have taken place under the crust of the earth, deep
under the oceans. By shifting the tectonic plates the atoms could
have gone to the surface and started to make molecules. In the clas-
sical ‘prebiotic soup’ model of the origin of life, biomolecules are
seen arising abiotically on the Earth and then interacting randomly
in solution to form proto-cells. This model has encountered increas-
ing difficulties, however, and recently several alternatives have been
proposed. In some of these models, it is postulated that proto-cells
evolved from simple biomolecular complexes originally attached to
mineral surfaces, especially those of pyrite. The subsequent evolu-
tion of these complexes has been likened to embryonic development.
Pyrite is a connection of sulphur and iron which were always abun-
dantly present on earth. All chemical reactions necessary to create
endosperms from simple anorganic molecules, can take place on the
surface of pyrite. Here the 'soup’ becomes a ‘primitive pizza’.

An alternative theory is the one of clay particles. The involve-
ment of clay surfaces in the origin of the first genetic molecules on
Earth has long been suggested. However, the formation of these poly-
mers was not sufficient by itself to initiate the evolutionary process
leading to the appearance of life. These macromolecules had to per-
sist in primeval habitats so that their biological potentiality could be
expressed. So maybe both theories intertwine somehow. Pyrite could
provide the necessary atoms and create a basis where the process can
occur, and clay particles could provide the cover for hazardous influ-
ences from the outside. Since there was no ozone layer at that time
the deadly UV radiation killed any possible life on earth.

These findings indicate that primordial genetic molecules ad-
sorbed on clay minerals would have been protected against degrad-
ing agents present in the environment and would have been in the
right conditions to undergo evolutionary processes.

First came single-celled organisms, bacteria, that lived mostly in
mud and water until they did something that radically changed the
earth: they produced their food through photosynthesis. Cells could
now remove carbon dioxide from the atmosphere and with the help
of sunlight combine it with water to make sugars. This was a major
breakthrough for life on earth: the waste product of this photosyn-
thetic reaction is oxygen.

\ODL\
Maarten Vanden Eynde
Restauration du Lac de Montbel, 2003

In 2003 I went to France to restore a dried out lake near the city
of Montbel. The bottom is clay and dries out more and more every
year. The white restoration paste is plaster. The work existed only
temporary and was destroyed in spring, when new water came and
filled up the lake again.

\ THE INVISIBLE LINE

\IL-2\
Doris Salcedo
Shibboleth, 2007

As the very first representative of a non-European tradition to be
commissioned by the Tate Modern Unilever Series, Doris Salcedo
has chosen an understated technique: that of inscribing into the
ground of the Turbine Hall. The scar that begins like a thin, almost
invisible line, at the main entrance gradually becomes a chasm in the
earth at the far end of the former power station. This earthquake-like
insertion evokes the brokenness and separateness of the post-colo-
nial cultures of a non-white, non-European legacy. The installation is
a metonymy for the term absence — an absence that negates the space
of post-colonial peoples. The construction of a ‘negative space’, or
emptied out space, corresponds to the trajectory of the history of
post-colonialism. It is in Shibboleth (2007), where space is occupied
silently and discreetly, not via a sense of domination or empower-
ment, that this trajectory can be traced.

An ‘imaginative landscape’ is at work in the heart of what
Salcedo states is a monument to a European and modernist tradition
of Western art; the Tate Modern. Shibboleth disrupts the Western
view of landscape that creates a sense of things being in place and
emphasises ‘a visual scape in which the observer stands back and
distances himself or herself from the thing observed.” In reversing
the role of the viewer as not only witness but accomplice in an act of
silence, Shibboleth proposes a different take on the role of Western
art practice and traditions of art: here the earth opens up under the
viewers’ feet, evoking an earthquake, an eruption of space, time and
place. The view is negated by its downward spiralling motion, bring-
ing to mind a story in Borges’ Labyrinths; negativity has become one
with the ground, forcing a glance into an abyss that is disquieting in
its silence.

(Abstract from a text by Stella Baraklianou, 2008)

\ RODINIA

\R-1\
Current model

In 1912, German meteorologist Alfred Wegener first put forward the
theory of continental drift to describe the movement of major land-
masses across the surface of the planet.

Initially, the theory was widely criticised but then later absorbed
into the current, accepted model of continental dynamics known as
plate tectonics.

Continents move at slower than a snail’s pace, like pieces of
a puzzle, squeezing together and pulling apart to form oceans and
landmasses of various sizes.

Movements deep within the Earth are thought to drive the whole
process, although the exact mechanism is still being investigated.

In geology, Rodinia (from the Russian KX, or “motherland”) re-
fers to one of the oldest known supercontinents, which contained
most or all of Earth’s then-current landmass. Paleomagnetic evidence
provides clues to the paleolatitude of individual formations, but not
to their longitude, which geologists have pieced together by compar-
ing similar strata, often now widely dispersed.

Geologic evidence suggests that Rodinia formed and broke apart
in the Neoproterozoic, probably existing as a single continent from
1 billion years ago until it began to rift into eight smaller continents
about 800 million years ago. It is thought to have been largely re-
sponsible for the cold climate of the Neoproterozoic era.

Rodinia began forming about 1.3 billion years ago from three or
four pre-existing continents, an event known as the Grenville orog-
eny. The absence of fossils of hard-shelled organisms and reliable
paleomagnetic data make the movements of continents earlier in the
Precambrian, prior to this event, uncertain. (See Columbia for one
possible reconstruction of an earlier supercontinent.)

The arrangement of Rodinia has been hypothesized using pa-
leomagnetic data from the Seychelles islands and India and the
Grenville mountain belts, which were formed by the Grenville orog-
eny and span multiple modern continents, as references.

Although the details are disputed by paleogeographers, the con-
tinental cratons that formed Rodinia appear to have clustered around
Laurentia (proto-North America), which constituted Rodinia’s core.

It appears that the East Coast of Laurentia lay adjacent to the
West Coast of South America, while a conjoined Australia and
Antarctica seem to have lain against the proto-North American West
Coast. A third craton, what would become north-central Africa, was
caught in between these two colliding masses.

Other cratons such as the Kalahari (southern Africa), the Congo
(west-central Africa), and the Sao Francisco (southeastern South
American), appear to have been separate from the rest of Rodinia.

Paleogeography

Rodinia’s landmass was probably centered south of the equator.
Because Earth was at that time experiencing the Cryogenian peri-
od of glaciation, and temperatures were at least as cool as today,
substantial areas of Rodinia may have been covered by glaciers or
the southern polar ice cap. The interior of the continent, being so
distant from the temperature-moderating effects of the ocean, was
probably seasonally extremely cold. (See continental climate.) It was
surrounded by the superocean geologists are calling Mirovia (from
mir, the Russian word for “globe”).

Cold temperatures may have been exaggerated during the ear-
ly stages of continental rifting. Geothermal heating peaks in crust
about to be rifted; and since warmer rocks are less dense, the crustal
rocks rise up relative to their surroundings. This rising creates areas
of higher altitude, where the air is cooler and ice is less likely to melt
with changes in season, and it may explain the evidence of abundant
glaciation in the Ediacaran period.

The eventual rifting of the continents created new oceans, and
seafloor spreading, which produces warmer less-dense rock, prob-
ably increased sea level by displacing ocean water. The result was a
greater number of shallower oceans.

The evaporation from these oceans may have increased rain-
fall, which, in turn, increased the weathering of exposed rock. By
inputting X180 data into computer models, it has been shown that
in conjunction with quick-weathering volcanic rock, this increased
rainfall may have reduced greenhouse gas levels to below the thresh-
old required to trigger the period of extreme glaciation known as
Snowball Earth.

All of this tectonic activity also introduced into the marine envi-
ronment biologically important nutrients, which may have played an
important role in the development of the earliest animals.

\ MARVELOUS MARBLE

\MM-1\
Four Framed Hardstone Panels
English (in imitation of an Italian typology)
Getty Center, Los Angeles

Based on a type of inlay dating to the 1500s, specimen plaques such
as these were popular from the 1700s as celebrations of nature’s
beauty and of the human ability to classify such marvels scientifi-

cally.

A MM-2\
Jan Fabre

De benen van de rede ontveld, 2000
(Legs stripped from reason)

Jan Fabre is an artist, theatre-maker and author. He was born
in Antwerp in 1958. In the late seventies he studied at the Royal
Academy of Fine Art and the Municipal Institute of Decorative Arts
and Crafts in Antwerp. His first works date from that period. Jan
Fabre makes installations, sculptures, drawings, films and perfor-
mances. Over the years he has built up a sizeable body of work and
has become internationally acclaimed.

In 2000 he wrapped the respectable columns of the Aula
University building in Ghent, Belgium with layers of ham. Slowly the
ham started to rot and turned green of fungi, imitating the marble
structure even more. The commotion was incredible. The citizens
of Ghent complained that it was such a waste of good food (think-
ing of all the poor people around). Initially the exhibition organisa-
tion replied that it was secondary Parma ham, ready to thrown away
anyway, but the Parma ham company declared that they don’t have
secondary ham. All their ham is prime meat! When the smell was
unbearable, the work was removed.

\MM-3\
Wim Delvoye
Marble Floors, 1999

Known for his exceptional transformations of images and objects
using processes typically associated with the applied arts (i.e. wood-
carving, stained glass, tattoo), Delvoye in his “Marble Floors” has
photographed “charcuterie” precision cut salami, chorizo, mor-
tadella and ham, arranged in geometric patterns based on Italian
Baroque and Islamic motifs. The visceral and sometimes unsettling
effect this body of work can have on a viewer is balanced by the
perfect order and rhythmic harmony of these familiar Baroque and
Islamic patterns.

\  RODINIA

\R-2\
Separation

In contrast to Rodinia’s formation, the movements of continental
masses during and since its breakup are fairly well understood.
Evidence of extensive lava flows and volcanic eruptions around the
Precambrian-Cambrian boundary, especially in North America, sug-
gest that Rodinia began to rift apart no later than 750 million years
ago. Other continents, including Baltica and Amazonia, rifted off
Laurentia 600 to 550 million years ago, opening the lapetus Ocean
between them. The separation also led to the birth of Panthalassic
Ocean (or Paleo-Pacific)

The eight continents that made up Rodinia later re-assembled
into another global supercontinent called Pannotia and, after that,
once more as Pangaea.

\ MONNU)MENTUM

\M\
Maarten Vanden Eynde
Mon(NU)mentum, 2008 AD
(450 x 60 cm)

Time is a philosophical dimension, a basic substance which we breed
in and out constantly. Just like space it is always there. Time experi-
ence however seems to be working on many different levels in an
ever changing and more personalized speed (sometimes a minute
can last forever and your life can fly by in a fraction). Time is not
static, it is always on the move. The impossibility to stop time is mir-
rored by the impossibility to live in the present. ‘Now’ is an elusive
point between the past and the future. Like the gardener on his way
to Ispahaan, the present is on his way to an unavoidable destiny:
the past. There is no escape. When you read THIS word, it became
history already. The future is catching up instantly. What is the force
that powers the engine of time? Is the present being pulled towards
the future?

The Universal Law of Gravitation has several important fea-
tures. First, it is an inverse square law, meaning that the strength of
the force between two massive objects decreases in proportion to
the square of the distance between them as they move farther apart.
Second, the direction in which the force acts is always along the line
(or vector) connecting the two gravitating objects.

In 1687 Sir Isaac Newton first published his Philosophiae
Naturalis Principia Mathematica (Mathematical Principles of Natural
Philosophy) which was a radical treatment of mechanics, establish-
ing the concepts which were to dominate physics for the next two
hundred years. Among the book’s most important new concepts was
Newton’s Universal Law of Gravitation. Newton managed to take
Kepler’s Laws governing the motion of the planets and Galileo’s ideas
about kinematics and projectile motion and synthesize them into a
law which governed both motion on earth and motion in the heav-
ens. This was an achievement of enormous importance for physics;
Newton’s discoveries meant that the universe was a rational place in
which the same principles of nature applied to all objects.

Could it also work for Time?

Between two objects, let’s say A and B, there is a point where
the gravitation of both objects is working with equal force (L1 point,
named after Lagrange ). This point is balancing between the two
attracting masses. If it is slightly bending towards A or B is will be at-
tracted more by either one of them. It can only move from it’s frozen
position, without loosing it’s equal balance, if A and B change mass
simultaneously. The mass A is loosing, B has to gain. If time would be
a linear experience, and A would be the past and B the future, than
the point (C) hanging in the middle would be the present.

Presuming the past is getting longer and longer (or bigger and
bigger), in order for C to be equally drawn to both A and B, it needs
to be moving towards the future. The past is getting bigger and the
future is getting smaller. And on top of that the speed of this process
seems to be accelerating. With the population growth as exemplary
model and driving fuel, evolution takes place at an unprecedented
speed. New inventions and discoveries changing the world beyond
recognition are constantly coming closer after each other. Just like
the birth of matter during the big bang, time was created at the same
moment and moves equally with the expanding universe; faster and
faster to it’s final destiny.

The installation ‘Mo(NU)mentum’ is made up of several layers
of history, creating a massive pillar. The drill core is like a sample
of time, taken from the earth in the future to understand how the
world evolved. Starting with a massive block of stone (in which the
different geological layers are visible) the drill core contains samples
of wood, copper, metal, bricks, concrete, asphalt, tar and plastic.
The layers are getting thinner and thinner the closer they get to the
present = the plastic layer. So far the materials created a foundation
for the next, but the plastic layer is so thin and vulnerable that it is
impossible to continue from there. It is a final moment in present
evolution.

Mo(NU)mentum is a monument for the future, visualizing the
impossibility to continue the current evolution. It is a permanent
memory and trace of Generali Groups Executive Forum on Time:
Business Opportunity and Strategic Timing. The best Champagne
was served in plastic Champagne glasses. The empty glasses were
collected and melted on top of the installation, thereby physically
contributing the last layer.

\  SAMPLING MOTHER EARTH

\SME-1\
Nobuo Sekine

Phase — Mother Earth, 1968
(270 x 220 cm)

In October 1968 Nobuo Sekine dug a hole in the ground, shaped
the extracted dirt into a large cylinder and called the work “Phase
— Mother Earth.” It was probably an experiment, influenced by dis-
cussions of the new Land Art and Minimalist works taking place in
the United States.

When it was first constructed, the prevailing view in Japan was
that it was kind of quirky visual play of positive and negative spaces.
But artist Lee Ufan disagreed, claiming that this was actually the end
of visual manipulation; it was in fact a real time, real life absence
and presence presented in temporal juxtaposition — a before and
an after.

This, Sekine’s piece and Lee’s comment, is typically pointed to
as the founding moment of Japan’s influential, homegrown Mono-ha
art movement.

Born into the post-war years and the supposed ruins of consum-
er culture, a small group of artists were attempting to create a new,
utopian reality. They proceeded as if art might be re-enchanted by
shifting attention away from the objectification of images and to the
creation of a world of encounters, with everyday objects, that might
end up looking like mythic gestures.

Mono-ha, literally “the school of things,” was initially an in-
formal term - sometimes used derisively — that brought together
loosely affiliated artists around Tokyo including Sekine, Lee, Susumu
Koshimizu, Katsuro Yoshida, and 12 or so others.

(by Matt Larking - Special to The Japan Times)
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\SME-2\
“Faced with this solid block of raw earth, the power of this object of
reality rendered everybody speechless, and we stood there, rooted to
the spot ... I just wondered at the power of the convex and concave
earth, the sheer physicality of it. I could feel the passing of time’s
quiet emptiness ... That was the birth of ‘Mono-ha.”

[Nobuo Sekine]

\  TIME AS A VERTICAL DIMENSION

\TVD-1\
Walter De Maria
The Broken Kilometer, 1979
(Courtesy Dia Art Foundation © the artist. Photo: John Abbott
500 brass rods, permanently installed at 3935 West Broadway,
New York City. Each rod 200cm x 5cm)

With The Broken Kilometer, De Maria had put in place the fourth
and last stage of his multi-part sculptural system. While the solid
brass work in Kassel plunged a kilometre into the ground and The
Lightning Field in New Mexico marked out an area of one kilometre
by one mile with poles that all reached the same, absolute height,
in 1977 he created The New York Earth Room — apparently perma-
nently — by covering the entire floor of a room in Friedrich’s other
SoHo gallery with an even layer of earth. The work can still be seen
on the second floor at 141 Wooster Street. Two years later, when

The Broken Kilometer - filling the whole floor space of a gallery —
was installed as a permanent exhibition, it was clear that the viewer
who encountered the piece in astonishment could only respond in
one way: silent contemplation.

(Thomas Kellein director Kunsthalle Bielefeld)

\TVD-2\
Vertical Earth Kilometer, 1977

A km-long rod of metal was buried vertically in the ground. The
boring of the shaft, which goes through six geological layers, took
seventy-nine days. The continuous metal rod is made of 167 m-long
rods, screwed tightly together. The sandstone square which sur-
rounds the top of the shaft is at the intersection of two paths which
traverse the Friedrichsplatz in Kassel, Germany, site of theinterna-
tional contemporary art serveys, Documenta. The work is only vis-
ible in section: the kilometer of metalplunged into the earth can be
seen as a representation of time in a vertical dimension.

(from ‘Land and Environmental Art’

by Jeffrey Kastner and Brian Wallis, Phaidon)

\  PALEONTOLOGIC TIME TRAVEL

\PTT-1\

The collections document the Rancho La Brea biota and include
some 3.5 million specimens representing over 600 species of ani-
mals and plants. The site-specific collections also include geological
samples, archaeological artifacts and historical objects. The Tar Pits
function as black wormholes where the past gets mingled with the
future. Every day object from the past come up and new once from
the present disappear inside the pits to be discovered by the next
generation archaeologists. Every sample will be washed and cleaned
and puzzled back together again in order to understand the future
past.

\PTT-2\

La Brea Tar Pits, Los Angeles

Rancho La Brea is one of the world’s most famous fossil localities,
recognized for having the largest and most diverse assemblage of
extinct Ice Age plants and animals in the world. Radiometric dating
of preserved wood and bones has given an age of 38,000 years for
the oldest known material from the La Brea seeps, and they are still
ensnaring organisms today.

The Page Museum is located next to the Rancho La Brea Tar Pits
in the heart of Los Angeles. Through windows at the Page Museum
Laboratory, visitors can watch bones being cleaned and repaired.
Outside the Museum, in Hancock Park, life-size replicas of several
extinct mammals are featured.

\PTT:3\
Sculs of the saber-toothed cat,
Page Museum Los Angeles, 2008

\PTT-4\
La Brea Tar Pits lab,
Page Museum Los Angeles, 2008

\  THE LONG BEACH EARTHQUAKE OF 1933

\LBE\
During the 1993 Long Beach Earthquake in Los Angeles, USA
this coastalroad was destroyed. Wind and water have taken over
the area and transformed it into a modern acheological site. A new
geological layer is added on top of the others; concrete and asfalt.

\  ASPHALT AFTERMATH

VAA-1\
Robert Smitson
Asphalt Rundown, 1969

Smithson’s interest in the second law of thermodynamics complete-
ly dominated his life and work. Much of his art is associated with
the concept of entropy: the law that states that molecular disorder
can only increase, and as such the universe will eventually run down
(a law that has since been discredited). In this piece, liquid asphalt
slides from the dump truck and runs down an eroded hill in a quarry
near Rome, Italy forming an abstract expressionist canvas. However,
the work cannot only be considered aesthetically ~we’re forced to
consider the ecology (What is the damage being done? Who will
clean this up? How will the earth recover?). By performing an act
with the weapon of urban sprawl-asphalt-we are forced to look at
the effects of industrialization on the landscape under a hard light.
(D. Scott Hessels)

VAA-2\
Robert Smitson died in a plane crash while photographing a work
in Texas, called Amarillo Ramp (1973), consisting of a 140 foot
diameter partial circle of rock, which rises out of the level ground to
a height of around 15 feet. The artificial lake in which the piece once
emerged is now dry, and the sculpture is slowly eroding.

\ WHEN FAITH MOVES MOUNTAINS

\EMM-1\
Michiel van Raaij
Maasvlakte 2, Rotterdam, NL (2008 - 2033)

New land is being created to extend the port of Rotterdam in The
Netherlands. After an international call for tenders the contract-
ing consortium PUMA (Project Uitbreiding Maasvlakte) was con-
tracted to build the first sites. PUMA is a consortium consisting of
Koninklijke Boskalis Westminster NV and Van Oord NV, notoriously
known for The Palm Islands and The World in Dubia, and will de-
liver the first sites for the first customers in 2013.

The vital statistics of Maasvlakte 2 provide a picture of the scale
of the project. The site will cover a total area of around 2,000 hect-
ares, half of which will be for industrial sites. Division between the
main areas of activities includes 630 hectares for container storage
and throughput (with a total container handling capacity of 17 mil-
lion teu annually), 190 hectares for the chemicals industries and 180
hectares for distribution. The infrastructure includes 13 km of roads,
14 km of rail lines and 13 km of quay walls. The construction of the
‘new land’ will require a total of 365m m> of sand over the whole
project period (up to 2033), 240m m3 of which will be for the first
phase of construction due to be completed in 2013. There will be
10.8 km of sea defences and the access channel for shipping will be
10 nautical miles long with a depth of up to 20m, a 600m wide port
entrance and 700m wide turning basin. The sky is the limit...

\FMM-2\
Maarten Vanden Eynde
The first view of the New Land, 2009

\ FMM-3\
Francis Alys (in collaboration with Rafael Ortega
and Cuauhtémoc Medina)
When faith moves mountains, 2002

On April 11th 2002, 500 voluntiers were called in order to form a
line to move a sand dune situated in the surroundings of the city of
Lima. This human comb progressed pushing forward a certain quan-
tity of sand with shovels in order to move the dune from its original
position. The actual displacement was of an infinitesimal proportion,
but not its metaphorical resonance.

\ THE POSSIBILITY OF A MOUNTAIN

\PMA\
Persijn Broersen & Margit Lukacs
Manifest Destiny, 2009

Serie of silkscreens, 120 x80 cm.

In the silk-screens one sees an imaginary sky that is silkscreened over
photographs of a barren desert where some of the Mars mobiles have
been tested. In these works Broersen & Lukacs investigate the notion
close up and distance, of horizon and the frontier, in relationship to
the American tradition of the sublime landscape.

\ MICROFOSSILS

Microfossil finds have been firmly established at about 3.5 Ga (giga
annee=109 years), but no rocks older than about 4.0 Ga have been
demonstrated, leaving the history of the first 0.6 Ga missing. This
gap has been filled by models of the solar system. The origin term
of the ocean, atmosphere, and much crustal material apparently lies
in a heavy rain of comets, subsequent to the catastrophic Moon-
forming event. The earliest microfossils are those of the Apex chert
in Australia, about 3.5 Ga old. ‘Prebiotic’ simulations of possible
biochemistry have made some progress in recent years, but many
obstacles remain, and there is no agreement as to the course of de-
velopment. The ‘ribose nucleic acid (RNA) World’, aboriginal ‘clay
genes’, and catalysis on iron-sulfide precipitates are not ruled out.
The search for the ‘last common ancestor’ has reached a point be-
tween the Bacteria and the Archaea. It is possible that this organism
may have been a thermophile, similar to many modern hot spring
organisms. But it is likely to have been an autotroph, and a late de-
velopment after the true origin of life. Even more speculative are
suggestions about the origins of metabolic sequences, in particular
the origin of the genetic code. Since all modern organisms share this
code (and many other things), there had to be a long history of de-
velopment during the blank period of Earth history.

\MF\
Slag Dobbelsteen, Rotterdam, The Netherlands

Slag Dobbelsteen is an artificial area near the planned Maasvlakte
2 in Rotterdam. It’s used for a wide variety of activities, like nude
swimming, wind energy, surfing or diving in the inner sea (created
by huge concrete dices functioning as wave breaker) to see the new
biological entities living in the coolingwater of the factories of the
port of Rotterdam. The Happy Shrimp Farm is using the warm water
to breed shrimps. It is the first tropical shrimp farm in Europe and an
example of a new eco-industrial company in the port of Rotterdam
that benefits the economy and environment.

The greenhouse-enclosed farm is located on the dunes near the
city of Rotterdam. It is co-sited near a power plant of E.ON Benelux
utilizing the waste heat for warming the farm. You can also look out
for new animals or species settling down in the area. Check this site
for the statistics and spotted organisms.

September 2009

\ GEOLOGY

TIME’S TRIAL
On the Geological Imaginary in Contemporary Art

Sometime in the early nineties, the lights went out in modern and contem-
porary art museums around the world — some would say, paraphrasing Sir
Edward Grey, the 1st Viscount Grey of Fallodon, not to be switched back on
in our lifetime. This darkening of the countless white cubes of museums and
galleries alike was meant to accommodate the entry of film into the hallowed
space of art; although there had of course been film and video art before
(think of Andy Warhol’s Empire or Sleep and Martha Rosler’s Semiotics of
the Kitchen respectively), it was really artists like Eija-Liisa Ahtila, Matthew
Barney, Stan Douglas, Douglas Gordon, Bill Viola and Gillian Wearing who
ushered in the canonization of Hollywood-inflected film art (mostly con-
ceived as spatial installations), and oversaw its subsequent transformation
into what was probably the dominant, defining art form of the first half of the
decade. Fifteen years on, it is worth remembering that quite a few of these
artworks were in essence based on the simple tactic of slowing down, of de-
celeration; certainly some of the period’s most emblematic pieces (Douglas
Gordon’s 24 Hour Psycho immediately comes to mind, but so do Viola’s
films) revolved around the aesthetics of slow motion and the freeze (here we
could cite Jeff Wall’s cinematic photographs as a programmatic example).
There are many reasons why so many artists active at the very forefront of
art’s habitual appropriation of cutting-edge technology (digital in this case)
chose to slow down rather than — perhaps the more logical instinct, given
that it had become technologically possible — speed up, but the advent of glo-
balization as an everyday economic reality obviously played a major part in
this, for the new world order of the electronic global village came with a new
scopic regime in which the ceaseless acceleration, accumulation and prolif-
eration of (digital) imagery gave new depth of meaning to the old situationist
catchphrase of the “society of the spectacle”. Deceleration (and occasional
paralysis) in moving-image-based art came to signal a critical stance not un-
like that of the Luddites in early nineteenth-century, Industrial Revolution-
era England, and pushing the pause button on the video camera (or in an
early version of Final Cut Pro) could easily be constructed as symptomatic of
a broader social or cultural demand for what the Dutch so poetically (hence
untranslatably) call “onthaasting”: the conscious decision to lead a slower
life of well-being.

In more recent times, art’s anxiety-ridden, traumatic relationship with
the onslaught of time — always going forward, never going back; always going
faster, never slowing down — has taken on a very different form, that of a “his-
toriographic turn in art”: an obsession with the (recent) past and retrospective
glance, excessive modulations of melancholy and nostalgia (the preferred tone
of much ‘serious’ art produced in the last eight years or so), a compulsive de-
sire for all that is anachronistic, archival and obsolete — all conspiring to pro-
duce that which Friedrich Nietzsche damningly called “the malady of history.”
I have written elsewhere (and extensively so) about this chronomaniacal com-
plex, focusing on one modality of the historiographic turn in contemporary
art in particular — that of the archeological: artists collecting, digging, dusting
off; revealing, uncovering, unveiling; excavating and lovingly inventorying the
dumbstruck traces, shards and fragments of a distant, uncharted history.! An
important factor in motivating this widespread artistic interest in archeology,
as one particular form of historiography, concerns the paradigmatic charac-
ter of the archeological enterprise as an episteme, i.e. as a truth procedure
and site of the production of knowledge: archeology is (by its very definition,
namely that of the scientific study of history’s material sources) bound to a
materialist view of culture, history and society, and it is always also a science
of origins — “arche” being the ancient Greek word for “beginning” or “first
principle”. Dig and ye shall find — and seeing as the earth, and the many mute
materials that it hesitatingly hands over to the industrious digger, cannot lie,
the process of excavation ultimately functions as a promise of revelation, of
the unveiling of a hidden truth. And ahistorical truth, of course, is the stable
rock of comfort and assurance we’re after in these hectic, disorienting times
of the ceaseless acceleration and proliferation of data (connective, visual and
otherwise), the silent, stone-faced permanence of the ruin or the excavation

Maarten Vanden Eynde
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site offering refuge from the teeming culture of speed that permeates our daily
lives to such dizzying, and ultimately petrifying effect.

The rock, the ruin and all that is solid and made of stone: here we seam-
lessly slip into the adjacent realm of geology, where time is measured on a
scale that makes even the archeological seem jittery with continuous shifts and
changes — where the building, completion and subsequent erosion of the pyra-
mids is not very different, as a ‘historical’ process, from subatomic motion:
geology, as the scientific study of the earth’s crust and physical properties, has
revealed that our miniscule heavenly body is not that much younger, relatively
speaking, than the universe as a whole (4,5 billion years as opposed to the cos-
mos’ estimated 13,5 billion years). Geology as the realm of stasis then, of what
seems, to the untrained human eye, absolute motionlessness — the imperious
eternal Same: no wonder that geology has been an (admittedly strange) source
of philosophical comfort in its own right, and has made occasional allegorical
inroads into the world of art, especially since the so-called “chronophobic”
Sixties, when artists first started to tap into the rich reservoir of the geological
(as well as astronomical, biological, botanical, ecological) imagination.?

Any consideration of the meeting of art and geology must of course pass
by (or rather, depart from) Robert Smithson’s pioneering work in the Land
or Earth Art movement, as well as his prolific activity as a critic and renegade
art theorist. A lengthy quote from his widely-read essay “A Sedimentation of
the Mind: Earth Projects” (1968) reminds us of Smithson’s keen awareness of
art’s folding into an experience or philosophy of time that is aligned with the
geological rather than the merely historical (or archeological): “The earth’s
surface and the figments of the mind have a way of disintegrating into discrete
regions of art. Various agents, both fictional and real, somehow trade places
with each other — one cannot avoid muddy thinking when it comes to earth
projects, or what I will call “abstract geology.” One’s mind and the earth are
in a constant state of erosion, mental rivers wear away abstract banks, brain
waves undermine cliffs of thought, ideas decompose into stones of unknow-
ing, and conceptual crystallizations break apart into deposits of gritty reason.
Vast moving faculties occur in this geological miasma, and they move in the
most physical way. This movement seems motionless, yet it crushes the land-
scape of logic under glacial reveries. This slow flowage makes one conscious
of the turbidity of thinking. Slump, debris slides, avalanches all take place
within the cracking limits of the brain. The entire body is pulled into the
cerebral sediment, where particles and fragments make themselves known
as solid consciousness. A bleached and fractured world surrounds the artist.
To organize this mess of corrosion into patterns, grids, and subdivisions is
an aesthetic process that has hardly been touched.” Smithson is best known
today, of course, for his giant, megalomaniacal ‘interventions’ in the American
natural landscape, most notably his Spiral Jetty (which, despite its monumen-
tal size, appears to be notoriously hard to find). Amid today’s incessantly ex-
panding body of Smithson literature, the exegesis of Spiral Jetty in particular
bears many markings of hagiographic hero worship (Matta-Clark is another
favorite), yet there has been relatively little discussion of the relationship be-
tween geology and art’s epochal claim of “timelessness” (an important factor
in all sainthood and sacrality): wasn’t Spiral Jetty geological — and no longer
archeological, as was the case in the work of, say, Michael Heizer — in both
scale and temporal conception because this best expressed the artist’s desire
to move beyond time, to stand outside time’s merciless constraints — to ensure
the kind of permanence and timelessness more commonly associated with the
earth than with man’s cultivation of it? In the aforementioned essay, Smithson
advises the artist to become the proprietor of art’s perceived timelessness, of
the artwork as that which is a product of “no time at all”: “the deeper an artist
sinks into the time stream the more it becomes oblivion; because of this, he
must remain close to the temporal surfaces. Many would like to forget time
altogether, because it conceals the “death principle.” Floating in this tempo-
ral river are the remnants of art history, yet the “present” cannot support the
cultures of Europe, or even the archaic or primitive civilizations; it must in-
stead explore the pre- and post-historic mind; it must go into the places where
remote futures meet remote pasts” — into the spaces of geological time, such
as lifeless deserts (in his exemplary case) untouched by man’s corrupting pres-
ence. For deserts, as the domains of death (or at least of a deep-seated hostility
towards life), are zones “out of time” par excellence, their forbidding, morbid

silence the wind-swept ‘proof” of the alignment of geology with the a- or anti-
historical — this timelessness the dream, precisely, of many a land art project.

As one may have gathered from these few sentences, I am no great lover
of the desert, of which it is said somewhere, in Tuareg wisdom, that silence
is its prayer — indeed, could the great nay-saying Monotheistic religions ever
have emerged anywhere else? It is no coincidence that one of the worst tour-
istic experiences of my life [details omitted] happened on the very edge of the
Sahara, south of the Moroccan city of Zagora. That said, however, one of the
finest artistic experiences of my life, in a strictly touristic sense, also involved
a trip to desert — this one under the knowing guidance, it should be added, of
the Los Angeles-based ‘artist” collective Center for Land Use Interpretation,
who organize bus trips into the Mojave desert, including such memorable
highlights as a visit to the mining town of Boron (home to the largest borax
mine in the world) and the ultra-atmospheric Mojave airplane boneyard along
the California State Route 14. Perhaps this was such a memorable experience
precisely because the Center for Land Use Interpretation, as a bunch of time
bandits, pull off that which so many others like (and unlike) them do not
(mainly because of the programmatic immodesty and ultimate humorlessness
of the latter’s many attempts), and this clearly has something to do with the
risky business of trying to marry art and science (geology in this case), art and
information, art and pedagogy — and entertainingly, parodically so to boot. But
the success of their venture (and relatively high profile in a contemporary art
world that is justifiably averse to positivist, lab coat-clad posing) is ultimately
also linked to the object of their loving, slightly mocking faux-geological scru-
tiny: the city of Los Angeles and its built-up surrounds, a city whose short his-
tory was chronicled by Mike Davis in a book that promised to “excavate the
future of L.A.” Can a future be excavated at all? Can the geological clock be
wound (fast) forward, and art dream about tomorrow for a change? Exactly
because of Los Angeles’ perceived lack of (natural) history — another promi-
nent chronicler of L.A. culture and lore, Norman Klein, dubbed it the capital
of forgetting® — and both its relative youth as well as its cultural obsession
with youth, its historiography must be conducted in a spirit of slight irrever-
ence, and there is perhaps no better way to do so than by reconstructing this
history as a geological field trip along a string of imaginary excavation sites
(such as a mining town): the geological fixation of many art practices, after
all, always serves to signal art’s unease — in this case endemic to Angeleno
culture — with the ruthlessness of the passage of time. And much more to the
point of the present (that is to say, Maarten Vanden Eynde’s) curatorial under-
taking, CLUI'’s geo-archeological field trips do not concern natural wonders
(the conventional destinations of such specialized tourism), but rather those
naturalized ‘wonders’ left behind, in the haste typical of the Gold Rush’ pro-
visional living, by man: theirs is not a geology of the natural, but one of the
cultural world, proving that the daily practice of history (i.e. archeology) is a
“quintessential tool for denaturalizing the social” indeed.® A geology, not so
much of the earth, then, but of the patterns of scars laboriously carved into its
surface, rendered legible as a document of man’s restless passing across even
the world’s remotest expanses.

A geo-logy of the cultural world rather than the earth upon which it rests:
a paradox this may seem perhaps, but isn’t ‘paradox’ the very logic of all art?

Dieter Roelstraete

1 See, among others, my “The Way of The Shovel: On the Archeological Imaginary in Contemporary Art,” published in
e-flux journal #4, March 2009 (to which the subtitle of the present essay refers); “After the Historiographic Turn: Current
Findings,” published in e-flux journal #5, May 2009; “Whose ‘End of History’?”, published in Yilmaz Dziewior (ed.),
Jahresring 56: Wessen Geschichte? Whose History?, Berlin: Kulturstiftung des Bundes & Koln: Verlag der Buchhandlung
Walther Konig, 2009 (forthcoming); and “Listen to the Stones: Mariana Castillo Deball Among the Ruins”, published in
Mousse Magazine #21, September 2009.

2 The reference here is to Pamela M. Lee’s book-length study Chronophobia: On Time in the Art of the 1960s. In it, Lee
links 1960s art’s anxious examination of the issue of time (history, progress, speed) to the “emergence of the Information
Age in postwar culture. The accompanying rapid technological transformations, including the advent of computers and
automation processes, produced for many an acute sense of historical unknowing; the seemingly accelerated pace of life
began to outstrip any attempts to make sense of the present. Lee sees the attitude of 1960s art to time as a historical prelude
to our current fixation on time and speed within digital culture.” [From the MIT Press website, ed.]

3 Quoted in: Robert Smithson, Collected Writings, Berkeley, University of California Press, 1996, p. 100.

4 1bid., p. 112.

5 Norman Klein, The History of Forgetting: Los Angeles and the Erasure of Memory, London & New York: Verso, 2008.
6 “History represents the quintessential tool for denaturalizing the social; as a result, it goes hand in hand with critique,”
in: Luc Boltanski & Eve Chiapello, The New Spirit of Capitalism, London & New York: Verso, 2003, p. 8.
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