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The wlEScape series seeks Lo present issues
involving landscape b the widest sense ol the
word, "The usual stradghtlorward exhibition

of works and projects for gardens, itk aned
public spaces is avolded here, Plybridization
and contamination by other displelines wre the
key concepts for understanding a new vision
of the landscape and 1ts expressive values, In
this series, landscape i tackled from an angle
that reveals a more complex environmental,
aesthetic and formal sensibility, one more in
tune with our contemporary world,

The Land&Scape series deals with Inndscape
in terms of both compositional modalities and
their technical realization, cs :lpinp. in the
direction of new conditions and conceptions;
being forever combined, as in a chemical
reaction, with the ‘other” and narrated as o
rich and complex process of transversality and
transition rather than as a physical entity in
itse

Directora de la coleccién | Series director
Daniela Colafranceschi

Walkscapes trata del deambular como arquitec-
tura del paisaje. Caminar como forma de arte
auténoma, acto primario de transformacion
simbolica del territorio, instrumento estético de
conocimiento y modificacion fisica del espacio
“atravesado” que se convierte en intervencion
urbana. Del nomadismo primitivo al dadaismo
y el surrealismo, de la internacional letrista a

la internacional situacionista y del minimalismo
al land art, este libro narra la percepcion del
paisaje a través de una historia de la ciudad
recorrida.
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“Por mas que el trayecto némada siga pistas
o caminos habituales, su funcién no es la del
camino sedentario, que consiste en distribuir
a los hombres en un espacio cerrado,
asignando a cada uno su parte y regulando la
comunicacion entre las partes. El trayecto
némada hace lo contrario, distribuye los
hombres (o los animales) en un espacio
abierto, indefinido, no comunicante”

Cain, Abel y la arquitectura

Lt primitiva separacion de la humanidad
entre noémadas y sedentarios traeria como
ronsecuencia dos maneras distintas de habi-
i ¢l mundo y, por tanto, de concebir el es-
pacio. Existe un convencimiento generaliza-
o de que mientras los sedentarios —en tanto
(jue habitantes de la ciudad- deben ser con-
siderados como los “arquitectos” del mundo,
los némadas —en tanto que habitantes de los
desiertos v de los espacios vacios— deberian
ser considerados como *anarquitectos”,
como experimentadores aventureros y, por
tunto, contrarios de hecho a la arquitectura
v, cn general, a la transformacién del paisaje.
Sin embargo, quizds las cosas sean en reali-
ilad mads complejas. Si revisitamos el mito de
(‘ain y Abel en clave arquitecténica, podre-
mos observar que la relacion que instauran

Errare humanum est...

Cain, Abel and architecture

The primordial separation of humanity into
nomads and settlers results in two different
ways of living in the world and therefore of
thinking about space. It is widely believed
that the settlers —as the inhabitants of the
city— can be considered the “architects” of
the world, while the nomads —as the inha-
bitants of the deserts and the open spaces—
should be seen as “ant-architects”, experi-
mental adventurers, and therefore against
architecture and, more generally, the trans-
formation of the landscape. But perhaps
things are a little more complex. If we look
back on the story of Cain and Abel in archi-
tectural terms, we can observe how the rela-
tion nomadism and settlement establish
with the construction of symbolic space
springs from an original ambiguity. As we
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el nomadismo v el sedentarismo con la cons-
truccién del espacio simbélico surge, por el
contrario, de una ambigtuedad originaria. Tal
como puede leerse en el Genesis, tras una pri-
mera division sexual de la humanidad —Adan
y Eva- sigue, en la segunda generacién, una
divisién del trabajo y, por tanto, del espacio.
Los hijos de Adan y Eva encarnan las dos
almas en que fue dividida, desde sus inicios,
la estirpe humana: Cain es el alma sedenta-
ria, Abel es el alma némada. Por deseo ex-
preso de Dios, Cain se habria dedicado a la
agricultura, y Abel al pastoreo. De ese modo
Adan y Eva dejaron a sus hijos un mundo re-
partido equitativamente: a Cain le corres-
pondio6 la propiedad de toda la tierra, y a
Abel la de todos los seres vivos.

Los padres, sin embargo confiando ingenua-
mente en el amor fraterno, no tuvieron en
cuenta el hecho de que todos los seres vivos
necesitaban la tierra para moverse y, sobre
todo que también los pastores la necesitaban
para alimentar a sus rebanos. Asi pues, tras
una disputa, Cain acusé a Abel de haberse
extralimitado y, como todo el mundo sabe,
lo maté, condenandose a si mismo a la con-
dicion de eterno vagabundo a causa de su
pecado fratricida: “Cuando labres la tierra,
no te dara sus frutos, y andards por ella fugi-
tivo y errante”.

Segtin las raices de los nombres de los dos
hermanos, Cain puede ser identificado con
el Homo Faber, €l hombre que trabaja y que se
apropia de la naturaleza con el fin de cons-
truir materialmente un nuevo universo artifi-
cial, mientras que Abel, al realizar a fin de
cuentas un trabajo menos fatigoso y mds en-
tretenido, puede ser considerado como

aquel Homo Ludens tan querido por los situa-

read in Genesis, the first sexual division of
humanity —Adam and Eve— is followed, in
the second generation, by a division of
labor and therefore of space. The sons of
Adam and Eve embody the two souls in
which the human race is divided from the
outset: Cain is the sedentary soul, Abel the
nomadic one. In keeping with God’s will,
Cain devoted his time to agriculture, Abel
to sheep rearing. Adam and Eve thus lefi
their sons an equal legacy, dividing the
world in two: Cain was the owner of all the
land, Abel the owner of all the living
beings.

But the parents, ingenuously relying on
brotherly love, didn’t think about the fact
that all living things need land to move and
to live, and above all that shepherds need
pastures for their flocks. Thus it happened
that in the wake of an argument Cain accu-
sed Abel of trespassing and —as we all
know— killed him, condemning himself to
a destiny of eternal wandering as punish-
ment for his fratricidal sin: “When thou
tillest the grouml, it shall not henceforth
yield unto thee her strength: a fugitive and
a vagabond shalt thou be in the earth.™
According to the etymological roots of the
names of the two brothers, Cain can be
identified with Homao Faber, the man who
works and tames nature to materially cons-
truct a new artificial universe, while Abel,
whose job was, all told, less tiring and more
amusing, can be seen as that Homo Ludens
so dear to the Situationists, the man who
plays and constructs an ephemeral system
of relations between nature and life. Their
different use of space also implies a differ-
ent use of time derived from the original div-

R B R AN R i ot b

asto', y el 'némada’ era un jefe o un ancian
erbo nemeir

carne y la bebida. Neme:
divina'. Nomisma signifi : de ahi la palabra
capital, provision, pecunia, bienes muebles,
n en el mundo pastoral.”

BRUCE CHATWIN, The Songlines, Viking, Nu ellana: Lo
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cionistas, el hombre que juega y que constru-
ye un sistema efimero de relaciones entre la
naturaleza y la vida. Sus distintos usos del es-
pacio se corresponden de hecho a unos usos
del tiempo también distintos, resultantes de la
primitiva division del trabajo. El trabajo de
Abel, que consistia en andar por los prados
pastoreando sus rebanos, constituia una acti-
vidad privilegiada comparada con las fatigas
de Cain, quien tenia que estar en el campo
arando, sembrando y recolectando los frutos
de la tierra. Si la mayor parte del tiempo de
Cain estaba dedicada al trabajo, por lo cual se
trataba por entero de un tiempo ttl-produc-
tivo, Abel disponia de mucho tiempo libre
para dedicarse a la especulacién intelectual,
a la exploracion de la tierra, a la aventura, es
decir, al juego: un tiempo no utilitario por ex-
celencia. Su tiempo libre es por tanto lidico,

ision of labor. The work of Abel, which
consists in going to ficlds to feed his ani-
mals, is one of privilege with respect to the
labors of Cain, who has to stay in the fields
to plough, sow and reap the fruits of the
earth. While most of Cain’s time is spent on
work, and is therefore entirely a useful, pro-
ductive time, Abel has a great quantity of
free time to devote to intellectual specula-
tion, exploration of the earth, adventure
and, therefore, to play, the non-utilitarian
time par excellence. This free and therefore

playful time leads Abel to experiment and to

construct an initial symbolic universe
around him, The activity of walking thro-
ugh the landscape to watch the flocks leads
to the first mapping of space and to that
atiribution of symbolic and aesthetic values
to the territory that was to lead to the birth

Vivore humanum est...

y llevard a Abel a experimentar y a construir
i primer universo simbélico en torno a st
imismo. La actividad de andar a través del
paisaje con el fin de controlar la grey dard
Jgar a una primera mapacién del espacio y,
fnmbién, a aquella asignacién de los valores
imbélicos v estéticos del territorio que lleva-
i1 al nacimiento de la arquitectura del paisa-
e, Por tanto, al acto de andar van asociados,
yi desde su origen, tanto la creacion artistica
¢omo un cierto rechazo del trabajo, y por
tunto de la obra, que mds tarde desarrollaran
los dadaistas y los surrealistas parisinos; una
cspecie de pereza ludico-contemplativa que
¢std en la base de la flanerie antiartistica que
ruza todo el siglo XX,

Resulta interesante observar que, tras el frati-
¢idio, Cain serd castigado por Dios con el va-
gabundeo. El nomadismo de Abel deja de

of landscape architecture. So from the

very beginning artistic creation, as well as
that rejection of work and therefore of the
opus that was to develop with the Parisian
Dadaists and Surrealists, a sort of recreatio-
nal-contemplative sloth that lies at the base
of the anti-artistic fldnerie that crosses the
20th century, was associated with walking.
But it is interesting to note that after the
murder Cain is punished by God by being
condemned to roam the face of the earth:
Abel’s nomadism is transformed from a con-
dition of privilege to one of divine punish-
ment. The error of fratricide is punished
with a sentence to errwithout a home, eter-
nally lost in the land of Nod, the infinite de-
sert where Abel had previously roamed. And
it should be emphasized that after the death
of Abel the first cities are constructed by the
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ser una condicion privilegiada y se convierte
en un castigo divino. El eror fraticida se casti-
ga con el errarsin patria, una perdicion eter-
na por el pais de Nod, el desierto infinito
por el cual habia vagabundeado Abel antes
que Cain. Cabe subrayar que, inmediatamen-
te después de la muerte de Abel, la estirpe
de Cain serd la primera en construir las pri-
meras ciudades. Cain, agricultor condenado
al errabundeo, dara inicio a la vida sedenta-
ria y, por tanto, a un nuevo pecado, puesto
que lleva dentro de si tanto los origenes se-
dentarios del agricultor como los origenes
nomadas de Abel, vividos respectivamente
como castigo y como error. Sin embargo,
segin el Génesis, es en realidad Jabel, un des-
cendiente directo de Cain, “el padre de
quienes habitan tiendas y pastorean”.* Asi
pues, los némadas provienen de la estirpe de
Cain, un sedentario obligado al nomadismo,
y llevan en sus raices (incluso etimoldgicas)
el errabundeo de Abel.

Bruce Chatwin ha recordado que jamds nin-
gtin otro pueblo “ha sentido de un modo
mas acusado que los judios las ambigiieda-
des morales inherentes a los asentamientos.
Su Dios es una proyeccion de su perplejidad
[...]. En su origen, Yahvé es el Dios del
Camino. Su santuario es el Arca Movil, su
morada es una tienda, su altar es un montén
de piedras toscas. Y aunque promete a Sus
Hijos una tierra bien irrigada [...], en su co-
razon desea para ellos el desierto”.” Y
Richard Sennett afirma por su parte que en
realidad “Yahvé fue un Dios del Tiempo mas
que del Lugar, un Dios que prometio a sus
seguidores dar un sentido divino a su triste
peregrinacién”.’

Esta incertidumbre con respecto a la arqui-

humanum est...

34 Erviv

descendents of Cain: Cain, the farmer con-

demned to wander, gives rise to the seden-
tary life and therefore to another sin, he ca-
rries with him the origins of the stationary
life of the farmer and those of the nomadic
life of Abel, both experienced as a punish-
ment and an error. But actually, according
to Genesis, it is Jabal, a direct descendent of
Cain, “the father of such as dwell in tents,
and of such as have cattle™
come from the lineage of Cain, who was a

. The nomads

settler forced to become a nomad, and they
carry the wanderings of Abel in their roots
(also etymological).

Bruce Chatwin reminds us that “no people
but the Jews have ever felt more keenly the
moral ambiguities of settlement. Their God
is a projection of their perplexity. [...]
Yahweh, in origin, is a God of the Way. His
sanctuary is the Mobile Ark, His House a
tent, His Altar a cairn of rough stones. And
though He may promise His Children a
well-watered land [...] He secretly desires
for them the Desert.” And Richard Sennet
continues, stating that in reality “Yahwéh
was a God of Time rather than of Place, a
God who promises to give his followers a di-
vine sense of their mournful wanderings.™
This uncertainty about architecture dates
back to the dawn of humanity. The two
great families into which the human race is
divided have two different spatial experien-

Bleps of Australopithecus, Laetoli, Tanzania
' i of 2]

AgeL Solidified in
colered at the

JEAN GUILAINE, L
l'atitre. Libr

ces: that of the cave and the plough, excava-
ting space from the body of the earth, and
that of the tent that moves across the
earth’s surface without leaving any lasting
traces. These two ways of dwelling on the
Earth correspond to two conceptions of
architecture itself: an architecture seen as
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tectura tiene sus origenes en la infancia de la
humanidad. Las dos grandes familias en que
se divide el género humano viven dos espa-
cialidades distintas: la de la caverna y el
arado que cava su propio espacio en las vis-
ceras de la tierra, y la de la tienda colocada
sobre la superficie terrestre sin dejar en ella
huellas persistentes. Estas dos maneras de
habitar la Tierra se corresponden con dos
modos de concebir la propia arquitectura:
una arquitectura entendida como construc-
cion fisica del espacio y de la forma, contra
una arquitectura entendida como percep-
cién y construccién simbolica del espacio. Si
observamos los origenes de la arquitectura a
través del binomio némadas-sedentarios, pa-
rece como si el arte de construir el espacio
—es decir, eso que se suele denominar “arqui-
tectura"— haya sido en su origen una inven-
cién sedentaria que evoluciono desde la
construccion de los primeros poblados agri-
colas a la de las ciudades y los grandes tem-
plos. Segiin la opinién mads comun, la arqui-
tectura habria nacido a partir de la
necesidad de un “espacio del estar”, en con-
traposicion al nomadismo, entendido como
“espacio del andar”.

En realidad, la relacion entre arquitectura y
nomadismo no puede formularse simple-
mente como “arquitectura o nomadismo”,
sino que se trata de una relacion mas pro-
funda, que vincula la arquitectura al noma-
dismo a través de la nocion de recorrido. En
efecto, es muy probable que fuese mas bien
el nomadismo y, mas exactamente, el erra-
bundeo, lo que dio vida a la arquitectura, al
hacer emerger la necesidad de una construc-
cion simbalica del paisaje. Todo ello empezo
antes del nacimiento del mismo concepto de

physical construction of space and form, as
opposed to an architecture seen as percep-
tion and symbolic construction of space.
Observing the origins of architecture thro-
ugh the nomad-settler polarity, it would
appear that the art of constructing space —
or what we normally call “architecture”—
was originally an invention of the settlers
which evolved from the construction of the
first rural villages to that of the cities and the
great temples. The commonly held belief is
that architecture was born of the necessity
for a “space of staying”, as opposed to no-
madism, understood as a “space of going”.
Actually, the relationship between architec-
ture and nomadism cannot be directly ex-
pressed as an opposition of “architecture or
nomadism”. There is a much more pro-
found relation that connects architecture to

nomadism through the notion of the jour- -
ney or path. In fact it is probable that it was g

nomadism, or more precisely “wandering”, b
that gave rise to architecture, revealing the
need for a symbolic construction of the
landscape. All this began well before the ap-
pearance of the concept of nomadism itself,
during the intercontinental roving of the
first men of the Paleolithic period, many
millennia before the construction of the !
temples and the cities.

Nomadic space and “erratic” space
The division of labor between Cain and
Abel produced two distinct but not fully
self-sufficient civilizations. The nomad, in
fact, lives in contrast but also in osmosis
with the settler: farmers and shepherds
need to continuously trade their products
and require a hybrid, or more precisely neu-
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nomadist

bundeos i 5 i es de los primeros
hombres del paleolitico, muchos milenios
antes de la construccion de los templos y de

las cindades.

Espacio némada y espacio erratico
La div del tra

lugar a dos civilizaciones distintas, aunque

yjo entre Cain y Abel dio

no completamente autosuficientes. En reali-
dismo

con las idas y ve

En otras palabras, el espacio sedentario es

mas (l(*.l'l!-il'). IMAs lido Y. por tanto, €s un es-

pacio lleno, mientr el espacio némada

DOr tanto,

gual que un inmens
donde la tinica huella reconocible

the settle ty and the nomadic city, the

full and the empty. s Deleuze and Félix
Guattari have sed these two different
spatial concepts with a very clear image:
“The sedentary space is striated by walls, en-
closures and routes between the enclosures,
1s smooth, marked
y b ed or shift with
the journey.
space is denser,
ll, while that of

In other words sedents

more solid, and ther

e, uninhab en impervious void: a

t in which orientation is difficult, as in
an immense sea where the only recognizable
feature is the track left by walki

evanescent sign. The nomad

drawn by the succession of points in n

The points of departure and arrival are less
important, while the space between is the
space of going, the very essence of nomadism,
the place in which to "brate the everyday
ritual of eternal wandering. Just as the seden-
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ol temitorio inglés son unos terraplenes artificiales altos y de muchos kilémetros de longitud, y eran utiliza-
tlos probablemente como recorridos rituales para mirar de soslayo la salida del sol y las grandes corj_ste—
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Offo ejemplo de recorrido relacionado con la posicion de los megalitos es el sistema de los leys ingleses, |
deéscubierto por Alfred Watkins en 1921 en el territorio de Herfordshire. Se trata de una compleja tetaraﬁ_a
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ABTHUR BREIZH, Le ossa del drago. Sentieri magici dai menhir ai celti, Keltia, Aosta, 1996. .
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Sahel “The word ‘Sahara’ comes from sahra, meaning an empty space ‘without pasture’, while ‘Sahel’,
e southern edge of the Sahara, comes from the Arabic sahel and means ‘shore’ or ‘border’. The Sahel
I8he margin of great empty space across which, like a great sea, one 'berths’ at something stable and
Mérked by the presence of man. The Sahel, therefore, s the place where nomadic shespherding and se-
déntary agriculture mingle, a mutable border that forms the place of trade and centinuous rebalancing bet-
WBEn the two civilizations."

BHGENIO TURRI, GIi uomini delle tende, Comunita, Milan, 1983.

Terrain vague “An empty place without cultivation or construction, In‘a city or a suburty, an indetermina-
I8 8pace without precise boundaries. It is an apparently forgotien place where the memory of the past
SE8is fo predominate over the present, an cbsolete place where certain values remain in spite of a com-
piéte abandonment of the rest of urban activity, a place that is definitively exogenous and extraneous, out-
8I8le the circuit of the productive structures of the city, an internal, uninhabited, unproductive and often
gingerous island, simultaneously on the margins of the urban system and a fundamental part of the sys-
O L...| In the end it looks like the counter-image of the city, both in the sense of a critigue and of a clue
0F & possible way to go beyond. [...] The relationship between the absence of utilization and the sentiment
Afftecdom is fundamental to grasp all the evocative, paradoxical power of the ferrain vague in the per-
@eption of the contemporary city. The void is absence, but it is also hope, the space of the possible: The
iB8linite and uncertain Is also the absence of limits, an almost oceanic sensation, to Use one of Freud's
18imis. the expectation of mobility and wandering. [...] The presence of power invites escape from its all-
BBfasive enterprise, sedentary comfort invites unprotected nomadism, urban order invites the indefinite
nalire of the terrain vague, the true index of the aesthetic and ethical questions raised by the issues of
gafitemporary society”,

IBNASI DE SOLA-MORALES, “Urbanité Intersticielle”. in Inter Art Actuel, 61, Quebec, 1995

Jolrney, experience, danger, path Behind the voyage there is often a desire for existential change. Tra-
Valis atonement for a sin, initiation, cultural growth, experience: “The Inde-European root of the word ‘ex-
p@fence’ is per, which has been interpreted as ‘to attempt'. 'to test’, ‘to risk’; connotations that survive in
HEword ‘peril’. The oldest connotations of trial of per appear in the Latin terms for experience: experior,
axgerimentum. This coneeption of experience as a test, as a passage through a form of action that mea-
8lites the true dimensions and nature of the person or the object that undergoes it, also describes the most
anglent conception of the effects of the voyage on the traveler. Many of the secondary meanings of per
axplicitly refer to motion: 'to cross a space’, ‘to reach a goal', ‘to go outside’. The implication of risk pre-
88t in ‘peril’ is evident in the gothic kin of per (in which the P becomes F). ferm, fare, fear, ferry. One of
e Gierman words for experience, Erfahirung, comes from Old German, irfaran: ‘to travel’, to go out, to
@fss or to wander. The deeply rooted idea that the voyage is an experience that tests and perfects the
glfiracter of the traveler is clear in the German adjective bewandert, which today means ‘wise', ‘expert’ or
Wer=cd’. but which originally (in the texts of the 15th century) simply was applied to someone whe had
WRveled much'.”

BRIEH J. LEED, The Mind of the Traveler. From Gilgamesh to Global Tounism, Basic Books, New York, 1991.
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la dejada por el andar, una huella movil y
evanescente. La ciudad némada es el propio
recorrido, el sisno mas estable en el interior
del vacio, y la forma de dicha ciudad es la
linea sinuosa dibujada por la serie de puntos
en movimiento. Los puntos de partida y de
llegada tienen un interés relativo, mientras
que el espacio intermedio es el espacio del
andar, la esencia misma del nomadismo, el
lugar donde se celebra cotidianamente el
rito del eterno ervar. Del mismo modo que el
recorrido sedentario estructura y da vida a la
ciudad, el nomadismo asume el recorrido
como lugar simbdélico donde se desarrolla la
vida de la comunidad.

La cindad némada no es la estela de un pa-
sado marcado como una huella sobre el te-
rreno, sino un presente que, de vez en cuan-
do, ocupa aquellos segmentos del territorio
en los que se produce el desplazamiento;
aquella parte del paisaje andada, percibida y
vivida en el hic el nunc de la trashumancia. A
partir de ahi, el territorio es leido, memori-
zado y mapeado en su devenir. Gracias a la
ausencia de puntos de referencia estables, el
némada ha desarrollado una capacidad para
construir a cada instante su propio mapa. Su
geografia sufre una mutacion continua, se
deforma en el tiempo en funcion del despla-
zamiento del observador y de la perpetua
transformacion del territorio. El mapa noma-
da es un vacio en el cual los recorridos co-
nectan pozos, oasis, lugares sagrados, terre-
nos aptos para el pasto y espacios que se
transforman a gran velocidad. Es un mapa
que parece reflejar un espacio liguido donde
los fragmentos llenos del espacio del estar flo-
tan en el vacio del andar y donde unos reco-

rridos siempre distintos quedan senalados

42

walked, perceived and experienced in the
hic et nunc of the transhumance. It is from
this vantage point that the territory can be
interpreted, memorized and mapped in its
becoming. Lacking stable reference points,
the nomad has developed the capacity to
construct his own map for every occasion,
whose geography is in constant change, de-
formed in time due to the movements of
the observer and the perpetual transforma-
tion of the territory. The nomadic map is a
void where the paths connect wells, oases,
holy places, good pastures and spaces that
change rapidly. It is a map that seems to re-
flect a liguid space in which the full frag-
ments of the space of staying float in the
void of going, in which always shifting paths
remain visible only until they are erased by
the wind. The nomadic space is furrowed by
vectors, by unstable arrows that constitute
temporary links rather than defined roads:
the same system of representation of space
found in the plan of a Paleolithic village
carved in stone in the Val Camonica, in the
maps of the “walkabouts” of the Australian
Aborigines, and in the psychogeographic maps
of the Sitnationists.

While in the settler’s eyes nomadic spaces
are empty, for nomads these voids are full
of invisible traces: every little dissimilarity is
an event, a useful landmark for the cons-
truction of a mental map composed of
points (particular places), lines (paths) and
surfaces (homogeneous lef‘rilm‘ias] that are
transformed over time.

The ability to know how to see in the void of
places and therefore to know how to name
these places was learned in the millennia
preceding the birth of nomadism. The per-

{ig realizado hace unos 10.000 anos, y se encuentra grabado en una roca de Val Cam

de |talia, donde se encuentra un conjunto de 130.000 grabados realizados entre los 400 vy los 1.0¢

{fos de altitud. Se tra ema de conexiones de la v

un poblado paleol jeto, el mapa representa la dinamica de ur

téma en el cual las lineas de los recc | vacio se enlazan entre si con el fin de distribuir los distin-
108 elementos llenos del territorio. Se pueden identificar escenas de hombres en plena activ

{08, escaleras, cabarias, palafitos

MARIANO PALLOTTINI, Alle origini
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hasta que el viento los borre. El espacio né-
mada esta surcado por vectores, por flechas
inestables que se parecen mas a las conexio-
nes contemporaneas que a los trazados: es el
mismo sistema de representacion del espacio
que aparece en la planta de un poblado pa-
leolitico esculpida en la roca de la Val
Camonica, en las plantas de los walkabout de
los aborigenes australianos o en los mapas
psicogeograficos de los situacionistas.

Si para los sedentarios los espacios nomadas
son vacios, para los némadas dichos vacios
no resultan tan vacios, sino que estan llenos
de huellas invisibles: cada deformacion es un
acontecimiento, un lugar 1til para orientarse
y con el cual construir un mapa mental dibu-
Jjado con unos puntos (lugares especiales),
unas lineas (recorridos) y unas superficies
(territorios homogéneos) que se transfor-
man a lo largo del tempo.

La capacidad de saber ver en el vacio de los
lugares y, por tanto, de saber nombrar estos
lugares, es una facultad aprendida durante
los milenios que preceden el nacimiento del
nomadismo. En realidad, la
percepcion/consiruccion del espacio nace
con los errabundeos realizados por el hom-
bre en el paisaje paleolitico. Si bien en un
primer periodo los hombres podian aprove-
char los caminos abiertos entre la vegetacion
por las migraciones estacionales de los ani-

males, es muy probable que a partir de un

momento dado empezasen a abrir nuevas
pistas por su cuenta, aprendiesen a orientar-
se a partir de referencias geograficas y, final-
mente, dejaran en el paisaje unos signos de
reconocimiento cada vez mas estables. La
historia de los origenes de la humanidad es
la historia del andar, la historia de las migra-

ception/construction of space begins with
the wanderings of man in the Paleolithic
landscape. While initially men could have
used the tracks created by the seasonal mi-
grations of animals through the vegetation,
it is probable that from a certain period on-
ward men began to blaze their own trails, to
learn to orient themselves using geographi-
cal reference points, and to leave increas-
ingly stable recognizable signs on the
landscape. The history of the origins of
man is a history of walking, of migrations of
peoples and cultural and religious exchan-
ges that took place along intercontinental
trajectories. The slow, complex operation of
appropriation and mapping of the territory
was the result of the incessant walking of
the first men.

The “walkabout” is the system of routes with
which the indigenous peoples of Australia
have mapped the entire continent. Every
mountain, river and spring belongs to a
complex system of path-stories —the song-
lines— that continuously interweave to form
a single “history of the Dream Time”, the
story of the origins of mankind. Each of
these paths is connected to a song, and
each song is connected to one or more myth-
ological tales set in the territory. The

ire culture of the Australian aborigines
—passed down from generation to genera-
tion thanks to a still-active oral tradition—
is based on a complex mythological epopea
of stories and geographies that exist in the
same space. Each path has its own song and
the complex of the songlines constitutes a
network of erratic, symbolic paths that cross
and describe the space, like a sort of chan-
ted guidebook. It is as if Time and History

Songlines in the region of the Warlpiri language, Australia, 2000 AD The walkabout of the Australian
#borigines is a complex of sung itineraries that retrace places and the myths connected with them, as in
BCred dance through their own space and their own origins. In the map drawn by Patrick Mérienne some
Meanings of the terms are: Ngapa=rain; Waitya-warmu=seeds; Ngarrka=ini aie;ﬁ man; ";f;?wu-ﬁ'a-_n,mcnl)le
Wiripin=serpent: Janganapa & Yawankiyi= 1r_‘”ssum & black ulu m; .y_Jr

BARBARA GLOWGCZEWSKI, YAPA pei a

ntre
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Way “The vilage is the place to which the roads tend, a sort of expansion of the highway as a lake of a
el [...] The werd is from the Latin vifla, which together with via, & way, or more anciently ved and vella,
VBIG derives from veho to carry, because the villa is the place to and from which things are carried. They
WhB got their living by teaming were said vellaturam racere. Hence too apparently the Latin word vilis and
aurvile’; also ‘villain'. This suggests what kind of degeneracy villagers are liable to. They are way-worn by
ietravel that goes by and over them, without travelling themselves.”

MENREY D. THOREAU, Walking (1862), Applewood Books, Boston, 1987.

QGetting lost “Getting lost means that between us and space there is not only a relationship of dominion,
utigonirol on the part of the subject, but alse the possibility that space can dominate us. There are mo-
Iments in life in which we learn how to learn from the space around us. [...] We are no'longer capable of gi-
VifiE & value, a meaning to the possibility of getting lost, To change places, to come to terms with' different
Witlels, to be forced to continuously recreate our points of reference, is regenerating at a psychic level, but
10ElEY no one would recommend such an experience. In primitive culiures, on the other hand, If someone
never gets lost he never grows up. And this is done in the desert, the forest, places that are a sort of ma-
ghlfe through which to attain other states of consciousness.”

FRANCO LA CECLA, Peraersi, I'uomo senza ambiente, Laterza, Bari, 1988.

Walkabout “The mud fell from their thighs, like placenta from a baby. Then, like the baby's first cry, each
Afigestor opened his mouth and called out, ‘| AM!" [...] And this first ‘I am!', this primordial act of naming,
Wes held, then and forever after;, as the most sacred and secret couplet of the Ancestor's song.

Baeh of the Ancients [...] put his left foot forward and called out a second name. He put his right foot for-
Wairth and called out a third name: He named the waterhole, the reedbeds, the gum trees —calling to rignt
aneiett, calling all things Into being and weaving their names into Verses,

e Ancients sang their way all over the world. They sang the rivers and ranges, salt-pans and sand dunes.
|\l Wherever their tracks led they left a trail of music.

18y wrapped the whole world in a web of song; and at last, when the Earth was sung, they felt tired. [...]
Soime sank into the ‘ground where they stood, Some crawled into caves. Some crept away to their "Eter-
nalHomes', to the ancestral waterholes that bore them.

AlNGE them went ‘back in’."

BRUCE CHATWIN, The Songlines, Viking, New York, 1987.




Errare humanum est...

ciones de los pueblos y de los intercambios
culturales y religiosos que tuvieron lugar du-
rante los trdnsitos intercontinentales. A las
incesantes caminatas de los primeros hom-
bres que habitaron la tierra se debe el inicio
de la lenta y compleja operacion de apropia-
cién y de mapacién del territorio.

El walkabout —palabra intraducible, s6lo com-
prensible en el sentido literario de “andar
sobre” o “andar alrededor"- es el sistema de
recorridos a través del cual los pueblos de
Australia han cartografiado la totalidad del
continente. Cada montana, cada rio y cada
pozo pertenecen a un conjunto de histo-
rias/recorridos —las vias de los canticos— que,
entrelazindose constantemente, forman una
tnica “historia del tiempo del Sueno”, que es
la historia de los origenes de la humanidad.
Cada recorrido va ligado a un cantico, y cada
cantico va ligado a una o mds historias mito-
légicas ambientadas en el territorio. Toda la
cultura de los aborigenes australianos —trans-
mitida de generacion en generacion a través
de una tradicién oral todavia activa— se basa
en una compleja epopeya mitolégica forma-
da por unas historias y unas geografias que
ponen el énfasis en el propio espacio. A cada
via le corresponde su propio cantico, y el
conjunto de las vias de los canticos forma
una red de recorridos erratico-simbolicos
que atraviesan y describen el espacio como si
se tratase de una guia cantada. Es como si el
Tiempo y la Historia fuesen reactualizados
una y otra vez “al andarlos", al recorrer una y
otra vez los lugares y los mitos ligados a ellos,
en una deambulacién musical que es a la vez
religiosa y geogralica.

Este tipo de recorrido, visible todavia hoy en
las culturas aborigenes, corresponde a una

were updated again and again by “walking
them”, recrossing the places and the myths
associated with them in a musical deambu-
lation that is simultaneously religious and
geographic.

This type of journey, still visible in
Aboriginal cultures, belongs to a phase of
human history preceding that of noma-
dism. We can define this type of path as
“erratic”. It is important, in fact, to make a
distinction between the concepts of roam-
ing (errare) and nomadism. While the no-
madic journey is linked to cyclical move-
ments of livestock during the
transhumance, erratic movement is connec-
ted to the pursuit of prey of the hunter-gath-
erers of the Paleolithic era. In general, it is
not correct to speak of nomadism before
the Neolithic revolution in the seventh mi-
llennium BC, because nomadism and settle-
ment are both the result of the new produc-
tive utilization of the land that began with
the climate change following the last glacial
period.

Nomadism takes place in vast empty spaces,
but spaces that are familiar, and a return
trip is planned; wandering, on the other
hand, happens in an empty space that has
not yet been mapped, without any defined
destination. In a certain sense the path of
the nomad is a cultural evolution of wand-
ering, a sort of “specialization”. It is impor-
tant to remember that agriculture and live-
stock-raising are two activities derived from
the specialization of the two primitive pro-
ductive activitics —gathering and hunting—,
both of which required wandering. These
two activities, which consisted in obtaining
food by roaming the land, evolved over
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ctapa de la humanidad anterior al nomadis-
mo. Es un tipo de recorrido que podriamos
denominar “erratico”. Es importante estable-
cer una distincion entre los conceptos de
crrabundeo y de nomadismo. Si el recorrido
nomada va ligado a los desplazamientos cicli-
cos de los animales durante la trashumancia,
¢l recorrido errdtico va ligado mas bien a la
persecucion de las presas por parte del hom-
bre recolector-cazador de la era paleolitica.
Por lo general no es correcto hablar de no-
madismo antes de la revolucion neolitica del
séptimo milenio antes de Cristo, puesto que
¢l nomadismo y los asentamientos van liga-
dos al nuevo uso productivo de la tierra que
se inicié con los cambios climdticos posterio-
res a la tltima glaciacion.

Mientras el nomadismo se desarrolla en vas-
Los espacios vacios casi siempre conocidos, y
presupone un retorno, el errabundeo se de-
sarrolla en un espacio vacio todavia no carto-
grafiado, y no tiene objetivos definidos. En
cierto sentido, el recorrido némada constitu-
ye una evolucién cultural del errabundeo,
una especie de “especializacion” del mismo.
I’s importante recordar que la agricultura y
¢l pastoreo son dos actividades que provie-
nen de la especializacion de las dos activida-
des productivas mas primitivas, la recoleccion
v la caza, ambas ligadas al errabundeo.
Dichas actividades, realizadas para buscar ali-
mentos vagando en el espacio, evolucionaron
con el tiempo gracias a la lenta domestica-
cion de los animales (pastoreo) y de los vege-
tales (agricultura), y sélo después de muchos
milenios generaron el espacio sedentario y el
espacio nomada. Asi pues, tanto el recorrido
del mundo sedentario como el recorrido né-
mada provienen del recorrido erratico paleo-
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time thanks to the gradual taming of ani-
mals (sheep-rearing) and of plants (agricul-
ture), and only after many millennia did
they begin to generate sedentary space and
nomadic space. Therefore both the routes
of the sedentary world and the journeys of
the nomad are derived from the erratic,
Paleolithic path. The notion of path be-
longs simultaneously to both cultures, i.e. to
the builders of “settled cities” and to those
of “errant cities”.

Space before the Neolithic era was utterly
free of those signs that began to mark the
surface of the Earth with the advent of agri-
culture and settlement. The only architect-
ure in the Paleolithic world was the path, the
first anthropic sign capable of imposing an
artificial order on the territories of natural
chaos. Space, which for primitive man was
empathic, experienced as being animated
with magical presences, began to include
the first elements of order in the Paleolithic
period. What seemed like an irrational, ran-
dom space based on concrete material ex-
perience slowly began to transform into ra-
tional and geometric space generated by
the abstraction of thought. This was a pass-
age from a mere utilitarian use for the find-
ing of nourishment to an attribution of
mystical and sacred meanings to physical
space. A passage from a quantilative o a qua-
litative space, filling the surrounding void
with a certain number of full places that ser-
ved for orientation. In this way the multidi-
rectional space of natural chaos began to be
transformed into a space ordered in keep-
ing with the two main directions clearly vi-
sible in the void: the direction of the sun
and that of the horizon.
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litico. Actualmente la nocién de recorrido
hace referencia a ambas culturas, tanto la se-
dentaria como la némada, es decir, tanto a
los constructores de las “ciudades asentadas”
como a los de las “ciudades errantes”.

Antes del neolitico, el espacio estaba com-
pletamente desprovisio de aquellos signos
que empezaron a surcar la superficie de la
Tierra con la aparicion de la agricultura y de
los asentamientos. La tinica arquitectura que
poblaba el mundo paleolitico era el recorri-
do: el primer signo antrépico capaz de insi-
nuar un orden artificial en los territorios del
caos natural. El espacio, que para el hombre
primitivo era un espacio empatico, vivido y
animado por presencias magicas, empezo a
revelar durante el paleolitico los primeros
elementos de orden. Aquello que debia
haber sido un espacio irracional y casual, ba-
saco en el caracter concreto de la experien-
cia material, empezé a transformarse lenta-
mente en un espacio racional y geométrico,
generado por la abstraccion del pensamien-
to. Se pasé de un uso meramente utilitario,
ligado tan sélo a la supervivencia alimenta-
ria, a la atribucion al espacio fisico de unos
significados misticos y sagrados. Se paso de
un espacio cuaniilativo a un espacio cualitati-
vo, mediante el relleno del vacio circundante
por medio de cierta cantidad de llenos que
servian para orientarse. De ese modo, el es-
pacio multidireccionado del caos natural
empezo a convertirse en un espacio ordena-
do de acuerdo con las dos direcciones prin-
cipales mds claramente visibles en el vacio: la
del sol y la del horizonte.

Asi pues, a finales del paleolitico el paisaje
descifrado por el hombre era probablemen-
te parecido al del walkabout: un espacio cons-

At the end of the Paleolithic era, therefore,
the landscape deciphered by man probably
resembled that of the walkabout: a space
constructed by vectors of erratic pathways,
by a series of geographical features connec-
ted to mythical events and assembled in se-
quence, and it was probably ordered in kee-
ping with the fixed directions of the vertical
and the horizontal: the sun and the horizon.
Walking, though it is not the physical cons-
truction of a space, implies a transform-
ation of the place and its meanings. The
mere physical presence of man in an un-
mapped space and the variations of percep-
tions he receives crossing it constitute a
form of transformation of the landscape
that, without leaving visible signs, culturally
modifies the meaning of space and therefo-
re the space itself. Before the Neolithic era,
and thus before the menhirs, the only sym-
bolic architecture capable of modifying the
environment was walking, an action that is
simultaneously an act of perception and
creativity, of reading and writing of the te-
rritory.

From the path to the menhir

The first situated object in the human landsca-
pe springs directly from the universe of roam-
ing and nomadism. While the horizon is a
stable, more or less straight, line depending
upon the landscape itself, the sun has a less
definite movement, following a trajectory
that appears clearly vertical only in its two
moments of vicinity to the horizon: sunrise
and sunset. The desire to stabilize the verti-
cal dimension was probably one of the mot-
ivations behind the creation of the first artif-
icial element in space: the menhir.

1

I rrare humanum est...

truido por los vectores del recorrido errati-
0, por una serie de elementos geograficos
iclacionados con ciertos acontecimientos mi-
licos, montados formando una secuencia vy,
ordenados, muy probablemente, segtin las
direcciones fijadas por la vertical y la hori-
sontal: el sol y el horizonte.

I'l acto de andar, si bien no constituye una
construccién fisica de un espacio, implica
una transformacién del lugar y de sus signifi-
cidlos, Solo la presencia fisica del hombre en
1n espacio no cartografiado, asi como la va-
racion de las percepciones que recibe del
mismo cuando lo atraviesa, constituyen ya
[ormas de transformacion del paisaje que,
aungue no dejan senales tangibles, modifi-
cun culturalmente el significado del espacio
¥, e consecuencia, el espacio en si mismo.
Antes del neolitico y, por tanto, antes del
menhir, la tinica arquitectura simbdlica
cipaz de modificar el ambiente era el acto
e andar, un acto que era a la vez perceptivo
y creativo y que, en la actualidad, constituye
tina lectura 'y una escritura del territorio.

Del recorrido al menhir

Il primer objeto situado del paisaje humano
nace directamente del universo del errabun-
tleo y del nomadismo. Mientras el horizonte
s una linea estable mas o menos recta en re-
licion al paisaje donde se encuentra el ob-
servador, el sol sigue una trayectoria mas in-
tlerta, puesto que realiza un movimiento
(jue sélo parece claramente vertical en sus
los momentos mas cercanos al horizonte: el
albay el crepusculo. Es probable que fuese
juira estabilizar la direccién vertical por lo
(e fue creado el primer elemento artificial
el espacio: el menhir.
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Menbhirs appear for the first time in the
Neolithic age and represent the simplest
objects, but with the greatest density of me-
aning, of the entire Stone Age. Their rais-
ing is the first human act of physical trans-
formation of the landscape: a large stone
lying horizontally on the ground is still just
a stone without symbolic connotations, but
when it is raised vertically and planted in
the ground it is transformed into a new pre-
sence that stops time and space: it institutes
a “time zero” that extends into eternity, and
a new system of relations with the elements
of the surrounding landscape.

An invention of such scope could satisfy
many different aims, and this partially ex-
plains the great number of different inter-
pretations that have been made of the men-
hirs. It is probable, in fact, that many
menhirs had multiple, simultaneous func-
tions: it is almost certain that, in general,
they were connected to the cult of fertility,
of the mother-goddess Earth and the wors-
hip of the Sun, but the same stones pro-
bably also indicated the places where legen-
dary heroes had died, sacred sites of potent
chthonic energy, places where water was
found (another sacred element), or boun-
daries and property lines. What interests us
about the megaliths is not so much the
study of the cults involved as the relation-
ship established by the stones with the terr-
itory: where they were placed. We can appr-
oach this question by considering the name
still used today for the menbhirs by the shep-
herds of Laconi, in Sardinia: perdas litteradas
or “lettered stones”, “stones of letters”. This
reference to writing can, in fact, explain at
least three different uses of the monoliths:




La visita dadaista

Tl 14 de abril de 1921, en Paris, a las tres de
la tarde y bajo un diluvio torrencial, Dada
fija una cita frente a la iglesia de Saint-Julien-
le-Pauvre, Con esta accion, los dadaistas pre-
tenden iniciar una serie de incursiones urba-
nas a los lugares mas banales de la ciudad. Se
trata de una operacion estética consciente,
acompanada de gran cantidad de comunica-
dos de prensa, proclamas, octavillas y docu-
mentacion fotografica, Esta visita inicia la
Grande Saison Dada, una temporada de ac-
ciones publicas pensadas para inyectar nueva
linfa a un grupo que se encontraba en una
situacion de estancamiento y de polémicas
internas, que fue recordada, mas tarde, por
André Breton como un fracaso generalizado:
“No hasta con haber pasado de las salas de
espectaculo al aire libre para acabar, de una
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The Dada visit

On 14 April 1921 in Paris, at three in the af-
ternoon, in pouring rain, the Dada move-
ment had an appointment to meet in front
of the church of Saint-Julien-le-Pauvre. This
action was to be the first in a series of urban
excursions to the banal places of the city. It is
a conscious aesthetic operation backed up
by press releases, proclamations, flyers and
photographic documentation. The visit
opens the Grande Saison Dada, a season of
public operations designed to give new
energy to the group, which was in a mo-
ment of the doldrums and internal debate.
André Breton recalled the project as a subs-
tantial failure: “Passing from the halls of
spectacle to the open air will not suffice to
put an end to the Dada recyelings.” In spite
of Breton’s words, this first visit remains the

LE 14 AVRIL 1921

OUVERTURE

DE LA

GRANDE SAISON

DADA

VISITES . SALON DADA - CONGRES -
COMMEMORATIONS - OPERAS -
PLEBICISTES - REQUISITIONS -

MISES EN ACCUSATION ET JUGEMENTS

Se faire inscrire au SANS PAREIL

‘Bl principio de las manifeste
aband

1-le-Pauvre
taculizado

taculo al aire

Wielta yda scbre sl mismo”.
ANDRE PARINAUD (ed.), A Breton-En
‘Gallirr aris
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vez, con las vueltas de Dada sobre si mismo”,
s palabras de Breton, esta pri-
ordada como la opera-

cion n lmpnrtdutt' de Dada en la ciudad.

El paso de las salas de espectaculo “al aire
libre” constituye de hecho el primer paso de
una larga serie de incu

El primer e

la transi

vimiento hasta 121 ccmstmr_:cuin de una accion
i a llevarse a cabo en la reali-

dad de la vida cotidiana. Durante los prime-

el tema del movimien-

to era uno de los objetivos principales de las

; g as. El movi-
miento y la velocidad se habian ¢ do

ros anos del siglo

como una nueva presencia urk
podia quedar reflejada tanto en los cuadros
de los pintores como en los versos de los po-
etas. Al principio se realizaron tentativas de
ijacion del movimiento a través de los me-
dios tradicionales de 1 entacion, Sin em-
bargo, tras la experiencia Dada se pasé de la
AC 10]'1 d(“l jepts )V'llTllCl]tl) asu pl actica
1 el espacio real. A partir de las visitas de
Dada y de las posteriores deambulaciones de
, el acto de recorrer el espacio
omo forma estética capaz de
sustituir la representacion y, por consiguien-
te, todo el sistema del arte.
A través de Dada se produce el
entacion de la ciudad del futuro hasta el
1dad de la banalidad. La ¢ 1ac1

los surreal
seria util

so desde la

Clt! energia y por tol bL llmm dl.‘ masas huma-
una ciudad que habia perdide cualquier
om estdtica, y que se

most important Dada intervention in the
from the halls of spectacle
to “the open air” was, i

city. The pas

a long series of
and “(lrift.ing

hetic action to
life. In
the first years of the century the theme of

d in the rt—:ality of ev

motion had become one of the main areas
s, Movement
and speed had emerged as a new urban pre-
sence capable of imprinting itself on the
canvases ol the painters and the pages of

of research of the avant:

space was utilized as an aesthetic form c Llpa—
ble of taking the place of representation,
and therefore of the art system in general,
Dada effected the passage from the ref

. of the city of the future to the

“the city

noises, the multiplication of perspecti
1tinuous meta-

ch of the
Futurists, though it was based on a sophistic-

vantage points and the
morphosis of space. But the r

ated interpretation of the new urban

step in

?he representation of movement In 1894 Etien-
he-Jules Marey publishes the book Le Mouvement
Containing the famous “Chronophotographic stu-
i85 of human locomotion” made in 1886, These
e photographs that reproduce, in an increasingly
bstract form, the figure abtained by summing the
ages of human movement in space. They are the
hotos that were later to influence the Nu descen-
ant un escalier of Duchamp and the attempts of
& Futurists to represent speed in the static space
f painting (Giacomo Balla) and in the immaobile ob-
ot of sculpture (Umberto Boccioni).
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ponia en marcha con los automéviles a toda
velocidad, con las luces, con los ruidos, con
la multiplicacién de los puntos de vista pros-
sis constante del
ion futurista, si
sticada lectura de
los nuevos espacios urbanos y de los aconte-
ie detie-

en el momento de la representacion, sin

pectivos, y con la metamo
espacio. Aun asi, la in
bien se hasaba en una sofi

cimientos que tenfan lugar en ellos,

reepeion acis-
1 de los espacios urbanos en
» de transformacion no se considera-

ban por si mismos co hechos estético:

Los futuristas no intervenian en el ambiente
urbano, y su es vespertinas se desa-
rrollaban en los ambient rarios, en las
galerias de arte

nunca (a excepcion de las disputas y de los

'n los te , pero casi

out going beyond to penetrate the field of
action. The act of exploration and acoustic,
eption of urban spa-
dered an
aesthetic action in its own right. The
Futurists did not intervene in the urban en-
vironment; their soirées took place in liter-

y circles, -ries and theaters, and
almost never (with the es
and political assemblies) in the reality of
the ci

visual and ta

ces in transformation was not co

ption of brawls

future,” indicating that every «

universe is alre
The urban ac 'l in the early

1920s by the Parisian group that had formed

Flanerie “The city is the realization of the ancient
human dream of the labyrinth. Without knowing it,
the flaneur s devoted 1o this reality. [...] Landscape,
this is what the city becomes for the fldneur Or
more pracisely: for him the city splits into its dialec-
tical poles. It opens to him like a landscape and en-
closes him like a room.”

WALTER BENJAMIN, Das FPassagen-Werk [1929],
Suhrkamp Verlag, Frankfurt am Main, 1983 (English
version: The Arcadies Project, Belknop Press, Cam-
bridge (Mass.), 1899).

‘Not to find one's way in a city may well be uninte-
resting and banal, It requires ignorance —nathing
more. But to lose oneself in a city —as che loses
oneself in a forest— that calls for quite a different
schooling. Then, signboards and street names.
passers-by, roofs, kiosks, or bars rmust speak to
the wanderer like a cracking twig under his feet in
the forest, like the startling call of a bittern in the
distance.”

WALTER BENJAMIN, Berliner Kinderheft um
Neunzehnhundert [1930-1938], Suhrkamp Verlag,
Frankfurt am Main, 1980, (English version: “A Ber-
lin- Chronicle”, in One-Way Street and Other
Whritings, NLB, Londen, 1979},
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mitines politicos) en la realidad de la ciudad.

I'n el manifiesto de 1916, Tristan Tzara de-
claraba que Dada estaba “decididamente
contra el futuro”, puesto que veia ya en el
nte todas las clases de universos posi-
as acciones urban 15 a4 cabo a

nte por parte del

La ciudad dadaista es una ciudad de la bana-
lidad que ha abandonado todas las utopias
hipertecnologicas del futurismo. La presen-
frecuente y las visitas a los lugares insul-
sos representan para los dadaistas un modo
concreto de alcanzar la desacralizacién total
del arte, con el fin de llegar a la unién del
arte con la vida, de lo sublime con lo cotidia-
no. Resulta interesante senalar que el e
nario de la primera accién de Dada

around Breton were already very distant

from the proclamatio

of the Futurists. The

Dada city is a city of the banal that has aban-
doned all the hypertechnological utopias of
Futurism. The frequentation and visiting of
nted, for the Dadaists,
iving at the total secular-

insipid places
a concrete way of

ization of art, so as to achieve a union b

ween art and life

for the first Dada a

onis p

the sublime and the quoti-

isely modern

Paris, the city already frequented, at the end
of the previous century, by the fldnewr that
ephemeral character who, in his rebellion
against modernity, killed time by enjoyi
manifestations of the unusual and the ab-
surd, when wandering about the city. Dada

raised the tradi

inerie to the level

an aesthetic operation. The Parisian walk

On the theme of flanerie:

* WALTER BENJAMIN,
“Die Wiederkher des
Flaneurs”, in FRANZ HES-
SEL, Spazieren in Berlin,
[1929], Das Arsenal,
Berlin, 1984;

* WALTER BENJAMIN,
“Le Fldneur. Le Paris du
Second Empire chez
Baudelaire”, In Charles
Baudelaire: Ein Lyriker im
Zeitalter des
Hochkapitalismus,
Suhrkamp Verlag,
Frankfurt am Main, 1968
(English version: Charles
Baudelaire! a Lyric Poet
in the Era of High
Capitalism, NLB, London,
1973) ;

* JEAN-HUBERT MARTIN,
“Derives. Itineraires su-
rréalistes, dérives et au-

tres parcours”, in Cartes
et cartographie de la
Terre, Centre George
Pompidou, Paris, 1980,

* GHRISTEL HOLLEVOET,
“Quand I'cbjet de I'art est
la démarche, flanerie, dé-
rive et autres deambula-
tions”, in Expose, 2,
Orléans, 1995;

* CHRISTEL HOLLEVOET,
“Déambulation dans la
ville, de la flanerie et la
derive a l'appréhension
de |'espace urbain dans
Fluxus et I'art concep-
tuel”, in Parachute, 68,
1992,
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samente el Paris moderno, la ciudad por la
cual ya desde finales de siglo, vagaba el fla-
newur; aquel personaje efimero que, rebelan-
dose contra la modernidad, perdia el tiempo
deleitindose con lo insdlito y lo absurdo en
sus vagabundeos por la ciudad. Dada eleva la
tradicién de la flidnerieal rango de operacion
estética. El paseo parisino descrito por
Walter Benjamin en los anos veinte es utiliza-
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Working draft and flyer of
the invitation for the first
visit to Saint-Julien-le-
Pauvre.

described by Walter Benjamin in the 1920s

is utilized as an artform that inscribes itself

directly in real space and time, rather than
on a medium. Paris, therefore, was the first
city to offer itself as an ideal territory for
those artistic experiences that sought to give
life to the revolutionary project of going be-
yond art pursued by the Surrealists and the
Situationists.
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pation |
to the

do como forma artistica que se inscribe di-
rectamente en el espacio real y en el tiempo
real, y ello sin soportes materiales. En conse-
cuencia, Paris serd la ciudad que por vez pri-
mera se ofrecera como territorio ideal para
aquellas experiencias artisticas que se propo-
nian dar vida al proyecto revolucionario de
la superacién del arte, abordado por los su-
rrealistas y los situacionistas,
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The urban readymade

In 1917 Duchamp had proposed the
Woolworth Building in New York as his own
ready-made work, but this was still an archi-
tectonic object and not a public space. The
urban readymade realized at Saint-Julien-le-
Pauvre, on the other hand, is the first sym-
bolic operation that attributes aesthetic
value to a space rather than an object. Dada
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de Debord la ciudad compacta habia explo-
tado en pedazos, en los mapas de Constant
estos pedazos se han recompuesto de nuevo
para formar una nueva ciudad. Ha dejado
de haber una separacién entre los terrones
urbanos y el océano vacio en el cual se des-
plegaban las estelas de las derivas. En New
Babylon, las derivas, los barrios y los espacios
vacios han pasado a formar una unidad
inescindible. Las “placas” de Debord se han
convertido en unos “sectores” interrelacio-
nados en una secuencia continua de ciuda-
des distintas y de culturas heterogéneas. Por
sus laberintos podrin perderse los habitan-
tes de todo el mundo. La ciudad entera se
entiende como un tnico espacio idéneo
para una deriva constante. Ya no se trata de
una ciudad sedentaria enraizada en el
suelo, sino de una ciudad némada suspen-
dida en el aire, una Torre de Babel horizon-
tal que va ocupando territorios inmensos
hasta envolver toda la superficie de la
Tierra. El nomadismo y la ciudad se han
convertido en un tnico gran corredor labe-
rintico que viaja por todo el mundo. Se
trata de una ciudad hipertecnolégica y mul-
tiétnica que se transforma constantemente
en el espacio y en el tiempo: “New Babylon
no termina en ninguna parte (puesto que la
Tierra es redonda); no conoce fronteras
(puesto que no existen economias naciona-
les) ni colectividades (puesto que la huma-
nidad es fluctuante). Todos los lugares son
accesibles, desde el primero hasta el ltimo.
Toda la Tierra se convierte en una tnica vi-
vienda para sus habitantes. La vida es un
vigje infinito a través de un mundo que
cambia tan rapidamente que a cada mo-
mento parece distinto”.”

118

'MIRELLA BANDINI, La vertigine del moderno - percorsi surrea-
listi, Officina Edizioni, Roma, 1986.

*ANDRE BRETON, “Pont Neuf™, en La clé des Champs, Paris,
1953, citado en: MIRELLA BANDINI, “Referentes
Surrealistas en las nociones de deriva y psicogeografia del
entorno urbano situacionista”, en; LIBERO M\DRFOTT] ¥
XAVIER COSTA (eds.), Situaci s arle, politica, urb
Museu d’Art Contemporani de Barcclona,-’Acmr. Barcelona,
1996.

*Las frases estin tomadas de los niimeros 1y 5 de Potlatch, la
revista de la Internacional Letrista, vuelta a publicar integral-
mente en: GERARD BERREBY, Documents relatifs d la fonda-
tion de U'lnternationale Situationniste 1948-1957, Ed. Allia, Paris,
1985,

‘GUY E. DEBORD, “Théorie de la dérive”, en Les Lévres nues,
8/9, 1956, vuelto a publicar en 1958 en: Internationale Situa-
tionniste, 2; (version castellana: “Teoria de la deriva”, en Inter:
nacional Situacionista. Vol. 1. La realizacion del arte, Literatura
Gris, Madrid, 1999},

“CONSTANT, “New Babylon- Ten Years On”, conferencia en
la Universidad de Delft, 23 de mayo de 1980, en: MARK WI-
GLEY, Constant's New Babylon. The Hiper-Architecture aof Desire,
Witte de With Center for Contemporary Art of Rotterdam/
010, Rouwerdam, 1998,

"CONSTANT, New Babylon, Haags Gem-centemuseum, Den
Haag 1974, vuelto a publicar en: JEAN-CLARENCE LAM-
BERT, New Babylon- Constant. Art et wopie, Cercle d'Art, Paris,
1997,

' MIRELLA BANDINI, La vertigine del moderno - percarsi survea-
listi, Officina Edizioni, Rome, 1986,

¢ ANDRE BRETON, “Pont Neuf”, in La CIF des champs, Paris,
1953, cited in MIRELLA BANDINI, “Surrealist References in
the Notions of Dérive and Psychogeography of the Situationist
Urban Environment”, in LIBERO ANDREOTTI & XAVIER
COSTA (eds.), Situacionists: Ari, Politics, Urbanism, Museu
d'Art Contemporani de Barcelona/Actar, Barcelona, 1996,

* The phrases are from issues 1 and 5 of Potlaich, the
International Lettrist Review completely reprinted in
GERARD BERREBY, Documents relatifs a la fondation de I'Tnier-
nationale Situationniste 1948-1957, Edl. Allia, Paris, 1985,

‘ GUY E. DEBORD, “Théorie de la dérive”, in Les Lévres nues,
8/9, Brussels, 1956. Republished in fnter le Sttuationnis-
te, 2, December 1958; (English version: “Theory of the
Dérive”, in LIBERO ANDREOTTI & XAVIER COSTA (eds.),
Theory of the Dérive and Other Situationist Writings on the City,
Museu D'Art Contemporany de Barcelona/Actar, 1996

* CONSTANT, “New Babylon - Ten Years On”, lecture at the
University of Delft, 23 May 1980, in MARK WIGLEY, Cons-
tant's New Babylon. The Hyper-Architecture of Desire, Witte de
With Center for Contemporary Art of Rotterdam /010,
Rotterdam, 1998,

" CONSTANT, New Babylon, Haags Gemeentemuseum,

The Hague, 1974, reprinted in JEAN-CLARENCE LAMBERT,
New Babylon - Constant. Avt ef utopie, Cercle d'art, Paris, 1997,

Land walk

El viaje de Tony Smith
En diciembre de 1966, la revista Artforum
publica el relato de un viaje de Tony Smith
por una autopista en construccion en la pe-
riferia de Nueva York. Gilles Tiberghien ha
atribuido los origenes del land art a esta ex-
periencia por la New Jersey Turnpike vivida
por Tony Smith —considerado por much'os
como el “gran abuelo” del arte minimalista
americano—, y a este primer viaje on the road
puede atribuirse la serie de caminatas por ‘
el desierto y por las periferias urbanas reali-
zadas a finales de los anos sesenta.

Una noche, junto a algunos estudiantes de
la Cooper Union, Smith decide introducirse
sin permiso dentro de las obras de la auto-
pista, y recorrer en coche la cinta de asfalto
negro que atraviesa, como si fuese una cesu-

ra vacia, los espacios marginales de la perife-
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The voyage of Tony Smith
In December 1966 the magazine Ariforum
published the story of a journey by Ton?/
Smith along a highway under construction
on the outskirts of New York. Gilles
Tiberghien considers this experience c.»f the
New Jersey Turnpike lived by Tony Srr.nth —
seen by many as the “father” of American
Minimal Art— to be the origin of Land Art,
and the predecessor of an entire series of
walks in deserts and the urban peripheries
that took place in the late 1960s.
One evening, with some students at Cooper
Union, Smith decided to sneak into the
Turnpike construction site and to drive down
the black ribbon of asphalt that crosses the
marginal spaces of the American periphery
like an empty gash. During the trip Smith
feels a sort of ineffable ecstasy he defines as
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ria americana. Durante su viaj
rimenta una especie de sis inefable que
define como “el fin del arte”, y reflexiona:
‘tEl asfalto ocupa gran parte del paisaje arti-
ficial, pero no es posible considerarlo como
una obra de arte”. Smith plantea con ello un
problema de fondo relativo a la naturaleza
estética del recorrido: :La calzada es una
obra de arte o no lo es? Y si lo es, ;como?
:Como gran objeto readymade y
abstracto que cruza el paisaje

Smith expe-

Como signo
Como objeto
o en tanto que experiencia? ;:Como espacio
en sl Mmismo 0 cOmo traves:

. :Qué papel
juega el paisaje que hay alrededor?

Son muchas las preguntas planteadas por
este relato, y muchas las vias que abre. La
calle es vista por Tony Smith como dos posi-
bilidades distintas, que seran analizadas por
el arte minimalista y por el land art: la pri-

“the end of art” and wonders, “The road and
much of the landscape was artificial, and yet
it couldn't be called a work of art.” This went
straight to the heart of a basic problem re-
garding the aesthetic nature of the path: can
the road be considered an artwork? If it can,
in what way? As a large readymade? As an
abstract sign crossing the landscape? As an
object or as an experience? As a space in its
own right or as an act of crossing? What is
the role of the surrounding lan(iscape?‘
The story leads to many questions and many
possible paths of investigation. The road is ’
seen by Tony Smith in the two different pos-
sible ways that were to be analyzed by
Minimal Art and Land Art: one is the road
as sign and object, on which the crossing
takes place; the other is the crossing i at;if as
experience, as attitude that becomes form.
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mera es la calle como signo y como objeto
en el cual se realiza la travesia; la segunda
es la propia travesia como experiencia,
como actitud que se convierte en | orma.

Iin realidad no se trataba del fin del arte,
sino de una improvisada toma de concien-
cia que, al cabo de poco tiempo, iba a sacar
¢l arte de las galerfas y de los museos con el
fin de reconquistar la experiencia del espa-
cio vivido y de las grandes dimensiones del
paisaje. Si la experiencia de Tony Smith se
parece todavia a los readymade dadaistas, a
partir de ese momento la practica del andar
empieza a convertirse en una auténtica
forma de arte auténoma. Lo que parecia
haber sido una fulguracién estética, una ilu-
minacién instantanea o un éxtasis casi ine-
fable, en realidad fue aplicado bajo innu-
merables modalidades por un gran nimero

This was not, in fact, the end of art, but a
sudden intuition that was shortly thereafter
to take art out of the galleries and museums
to reclaim the experience of lived space and
the larger scale of the landscape. Although
the experience of Tony Smith still seems
quite similar to the Dada readymade, from
this moment on the practice of walking be-
gins to be transformed into a true autonom-
ous artform. What seemed like an aesthet-
ic realization, an immediate flash of
intuition, an almost indescribable ecstasy, is
then utilized in countless ways by a great
number of artists —most of them sculp-
tors— who emerged at the end of the 1960s
in a passage from Minimalism to that series
of very heterogeneous experiences categor-
ized under the generic term of “Land Art”.
This passage is easily understood if we com-

The end of art “When | was teaching at Cooper Union in the first year or two of the fities, someone told

fre how | could get onto the unfinished New Jersey

Turnpike, | toox three students and drove from some-

Where in the Meadows to New Brunswick, It was a dark night and there were no lights or shoulder mar-
kers, lines, rallings, or anything at all except the dark pavement moving through the landscape of the flats,

¥immed by hills in the distance, but punctuated by st
Was a revealing experience. The road and much of the landscape was artificial, and

acks. towers, fumes, and colored lights. This drive
couldn't be.ca-

llec 2 work of art. On the other hand, it did something for me that art had never done. At first, | didn't know

What it was, but its effect was to liberate me from many ©

jews | had had about art. It seemed that

there had been a reality there that had not had any expression in art.

‘The experience on the road was something mapped out But not socially recognized, | thought 1o myself,
it ought to be clear that's the end of art. Most painting looks pretty pictorial after that. There is no way you
tan frame it, you just have to experience it. Later | discovered some abandoned airstrips in Europe —aban-

doned wWol

_Surrealist landscapes, something that had nothing to do with any function. created worlds

without tradition. Artificial landscape without cultural precedent began to dawn on me. There is a drill

ground in Nuremperg, large enough o accommoda
high embankments and towers. The concrete appreach |s three gixteen-inch steps, one ab

stretching for a mile or 0."

S, Wagstaff, “Talking with Tony Smith", in Artforum,

Regarding the terms of the debate that developed in
Artforum and an in-depth study of the art scene at the

time, cf. GILLES A. TIBERGHIEN, Land Art, Carré, Paris,
1993, (English version: Land Art, Princeton Architectural

Press, New York, 1995), ROSALIND KRAUSS, Passages
in Modern Sculpture, MIT Press, Cambridge (Mass.),
1981.

million men. The:entire field is enclosed with
> the other,

December 1966.
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de artistas, la mayoria de ellos escultores,
que se formaron a finales de los anos sesen-
ta, con el paso del minimalismo a aquella
serie de experiencias profundamente distin-
tas entre ellas que han sido etiquetadas con
la expresion genérica de land ari. Este paso
resulta de ficil comprensién si se confron-
tan las obras de Carl Andre con las de
Richard Long, dos artistas que parecen
haber prolongado la experiencia de Tony
Smith en dos direcciones muy distintas.

En su proceso de retorno a los inicios y re-
duccioén de la escultura, Carl Andre se pro-
ponia realizar objetos que fuesen capaces
de ocupar el espacio sin llenarlo. Deseaba
elaborar unas presencias cada vez mas ausen-
les en el interior del espacio real. Lo que
buscaba Carl Andre se parecia mucho a la
larga autopista negra de Smith: una especie
de tapiz infinito; un espacio bidimensional
para ser habitado, un suelo abstracto, artifi-
cial, dilatado, alargado y aplastado, igual
que un basamento sin espesor sobre el cual
no descansa ninguna escultura, pero que,
en ese preciso momento, define un espacio
que es vivido por el espectador.

Para comprender el paso del objeto mini-
mal a la experiencia sin objeto, puede ser
util leer dos entrevistas hechas a Carl Andre
y a Richard Long, respectivamente. Andre
afirma: “En realidad, para mi la escultura
ideal es una calle [...]. La mayor parte de
mis obras, o en cualquier caso las mds logra-
das, son en cierto modo calles: nos obligan
a seguirlas, a rodearlas o a subirse a ellas”.'
Richard Long contesta: “La diferencia entre
su trabajo y el mio reside en que €l realiza
esculturas planas sobre las cuales es posible
andar. Son espacios por los cuales andar, y
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pare the works of Carl Andre with those of
Richard Long, two artists who seem to have
taken the experience of Tony Smith in two

different directions.

In his process of the canceling or reduction
of sculpture, Carl Andre tried to make ob-

jects that could occupy space without filling

it, to create fresences that were increasingly
absent within real space. His goal was very si-
milar to the long black road of Tony Smith:
a sort of infinite carpet, a two-dimensional
space to inhabit, an abstract ground, artific-
ial, dilated, prolonged and flattened like a
foundation without thickness, on which no
sculpture rests, but simultaneously defining
a space that is experienced by the observer.
To clarify the subsequent passage from the
minimal object to the objectless experience,
we can turn to two interviews with Carl
Andre and Richard Long. Andre states,
“Actually, for me the ideal sculpture is a
road. [...] Most of my works, in any case the
best ones, are somehow roads —they requi-
re you to follow them, to walk around them
or go onto them.”™ Richard Long responds,
“What distinguishes his work from mine is
that he has made flat sculptures on which
we can walk. It's a space on which to walk
that can be moved and put somewhere else,
while my art consists in the act of walking it-
self. Carl Andre makes objects on which to
walk, my art is made by walking. This is a
Therefore
Smith’s perplexities seem, just a few years

ny

fundamental difference.

later, to have already found resolutions in
two directions: for Andre the road exper-
ienced by Smith is not only art, it is the

ideal sculpture; Long goes further, saying
that art consists in the very act of walking,
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RICHARD LONG, Walking

RICHARD LONG, Walking
a Line in Peru, 1972.

a Line in Peru, 1972,

que pueden desplazarse y reubicarse en otra
parte. En cambio, mi arte es el propio acto
de andar. Carl Andre realiza objetos sobre
los cuales es posible andar, mientras que mi
arte se materializa andando. Esta es la dife-
rencia fundamental”.? Asi pues, la duda de
Smith parece resolverse pocos anos después
al menos en dos direcciones: para Andre, la
calle vivida por Smith no sélo es arte, sino
que es la escultura ideal. Long va mas alla:
para €, el arte consiste en el propio acto de
andar, en el hecho de vivir esa experiencia.
Ahora si parece claro que el paso fundamen-
tal ya se ha dado. Con Long se ha pasado
del objeto a la ausencia de objeto. El recorri-
do errdtico vuelve a ser una forma estética
dentro del campo de las artes visuales,

Las primeras tentativas de utilizar el hecho
de andar como forma de arte —o mejor,

of living the experience. At this point it
seems clear that the fundamental step has
been taken. With Long the passage has
been made from the object to its absence.
The erratic path returns to its status as an
aesthetic form in the field of the visual arts.
The first attempts to use walking as an art-
form —or, more precisely, as a form of anti-
art— were made as an expansion of the field
of action of literature into the visual arts.
The collective forms of the visit, the deam-
bulation and the dérive, in fact, were expe-
riences born in a literary sphere, and the
connection linking Tristan Tzara, André
Breton and Guy Debord is a literary one. In
the 1960s the consequences of their re-
search were explored by artists interested in
the theatrical space of performance art and
urban happenings with Dada roots, but also

iy — —_—_ iy,

como forma de anti-arte— se habian realiza-
do como expansiones del campo de accion
de la literatura hacia las artes visuales. De
hecho, las formas colectivas de la visita, de
la deambulacién y de la deriva eran expe-
riencias surgidas en el ambito literario,
como literario era el hilo conductor que
unia a Tristan Tzara, André Breton y Guy
Debord. En los anos sesenta, quienes encar-
naran las consecuencias de aquellas investi-
gaciones serdn los artistas interesados en el
espacio escénico de las performances y de
los happenings urbanos derivados de Dada, y
también los escultores que prestaban aten-
cién al espacio de la arquitectura y del pai-
saje. En el campo de la escultura, el retorno
al andar es I)'il]'l:(:! in |'(-?gr;mlc de una C}ip'dll-
sion mds general de dicho campo. Los artis-
tas dan diversos pasos que parecen recorrer

CARL ANDRE, Sixteen
Steel Cardinals, 1974.
CARL ANDRE, Secant,
1977.

CARL ANDRE, Sixteen
Steel Cardinal, 1974.
CARL ANDRE, Secant,
1977.

by sculptors with a focus on the space of ar-
chitecture and the landscape. The return to
walking in the field of sculpture is an inte-
gral part of a more general expansion of
sculpture itself. The artists take steps that
seem to trace back through all the stages
that led from the erratic journey to the men-
hir and the menhir to architecture. In their
works we can once again see a logical thread
that goes from minimal objects (the men-
hir), to the territorial works of Land Art (the
landscape) and the wanderings of the Land
artists (walking). A thread that connects wal-
king to that field of activity that operates as
transformation of the earth’s surface, a field
of action shared by architecture and lands-
cape design. To effect this passage it is again
necessary to find an empty field of action, in
which the signs of history and civilization are
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de nuevo y, en sentido contrario, todas las
etapas que habian llevado del recorrido
erratico al menhir, y del menhir a la arqui-
tectura. En sus obras podemos seguir de
nuevo un hilo logico que pasa por los obje-
tos minimal (los menhires), por las obras
territoriales del land art (los paisajes) y por
los errabundeos de los landartistas (las cami-
natas). Se trata de un hilo que une el andar
con todo un campo de actividades que
opera como transformacién de la corteza
terrestre, un campo de accion comtin a la
arquitectura y al paisaje. Para dar este paso
era necesario reencontrar un campo de ac-
cién vacio en el que estuviesen ausentes los
signos de la historia y de la civilizacion: los
desiertos y los terrain vagues de las abando-
nadas periferias.

Expansiones de campo

En junio de 1967 el critico Michael Fried,
irritado por el relato de Tony Smith, publi-
ca en las paginas de Ar{forum un articulo ti-
tulado Art and Objecthood, en el cual la expe-
riencia de Smith se consideraba como un
claro ejemplo de la guerra que el teatro y la
literatura habian declarado al arte. Fried
mostraba su preocupacion por la invasion
creciente de las otras artes en los campos de
la escultura y de la pintura, e invocaba un
retorno de todas las artes a los limites de
sus respectivas disciplinas. El enemigo era
aquel experimentalismo que, como hemos
visto, habia sido bautizado por los situacio-
nistas con el nombre de wbanisme unitaire y
que, bajo distintas denominaciones, tendia
a una especie de interdisciplinariedad unifi-
cadora. De hecho, el urbanismo unitario no
se habia hecho realidad, y la escultura no se
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absent: the deserts and the terrain vague of
the abandoned urban periphery.

Field expansions

In June 1967 the critic Michael Fried,
prompted by Tony Smith’s tale, responded
in the pages of Artforum with an article enti-
ted “Art and Objecthood”, in which Smith’s
experience is seen as a clear example of the
war being waged by theater and literature
against art. Fried was concerned about the
growing invasion of other arts in the field of
sculpture and painting, and called for a re-
turn of all the arts within their own disciplin-
ary boundaries. The enemy was that exper-
imentalism which, as we have seen, had
been christened wrbanisme unitaire by the
Situationists, and which tended, under dif-
ferent names, to move in the direction of a
sort of unifying interdisciplinary approach.
Actually, unitary urbanism had never been
realized, and sculpture had not trespassed
beyond its own disciplinary confines; it was
simply trying to come to grips with its own
limits, to work on its margins to enlarge its
field of action. Rather than being invaded
by theairical space, sculpture was invading,
with increasingly awareness, the living space
life, and therefore the theater, dance, archi-
tecture and landscape.

According to Rosalind Krauss, sculpture
after the 1950s was experienced as the nega-
tive of architecture and landscape: “That
which, on top of or in front of a building,
was not a building; or that which, inserted in
a landscape, was not a landscape. [...] At this
point it was the category resulting from non-
landscape and non-architecture. [...] But
non-architecture is simply another form of
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Descalzos por el caos

Durante los mismos anos en que Robert
Smithson vagaba por los espacios vacios de
las periferias americanas, los arquitectos in-
tentaban comprender todo aquello que cre-
cia espontdneamente en el territorio bajo
sus incrédulas miradas. Tras dejar a un lado
los analisis de los centros histéricos, de las
relaciones morfolégicas y de los trazados ur-
banos, los arquitectos se dieron cuenta de
que a su alrededor estaba sucediendo algo
que se habian negado a ver, y que no enca-
jaba con sus categorias interpretativas. No
lograban explicarse como podia ser que
una especie de cancer hubiese atacado la
ciudad y la estuviese destruyendo. En torno
a la ciudad habia surgido algo que no era
una ciudad, y que no dudaban en definir
como “no ciudad” o “caos urbano”, un de-
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Barefoot in the chaos

During the same years in which Robert
Smithson was exploring the empty spaces of
the American peripheries, architects were
trying to comprehend what was spontan-
eously growing in the territory before their
incredulous eyes. Looking up from their
analyses of historical centers, typo-morpho-
logical relations and urban tracings, archit-
ects realized that something was happen-
ing around them that they had refused to
notice, and that eluded all their categories
of interpretation. They couldn’t understand
how a sort of cancer had gotten hold of the
city and was destroying it. Around the city
something had been born that wasn’t city,
and which they didn’t hesitate to define as
“non-city” or “urban chaos”, a general disor-
der inside which it was impossible to com-

Transurbance

sorden general en cuyo interior resultaba
imposible comprender algo mas que no
fuesen unos fragmentos de orden yuxta-
puestos casualmente en el territorio.
Algunos de estos fragmentos habian sido
construidos por ellos mismos, por los arqui-
tectos. Otros eran producto de la especula-
cion. Otros eran, por el contrario, el resul-
tado de unas intervenciones realizadas a
escala regional, nacional o multinacional. El
punto de vista desde el cual se contemplaba
esta especie de ciudad cadtica se situaba en
el interior de la ciudad histérica. Desde esta
posicion, los arquitectos se enfrentaban a
esta cosa como lo hace el médico frente al
paciente: era necesario curar el cdneer, reins-
taurar el orden. Todo esto era inaceptable,
era necesario intervenir, recualificar, otor-
gar calidad. Entonces se dieron cuenta de
que, siempre en los alrededores, en la “peri-
feria”, existian unos grandes vacios que ha-
bian dejado de utilizarse, y que podian pres-
tarse a las grandes operaciones de cirujia
territorial. Debido a la amplitud de su esca-
la se les denominaba vacios urbanos. El pro-
yecto tenia que ocuparse de estas dreas e in-
troducir en el caos de la periferia nuevas
porciones de orden: conectar y coser de
nuevo los fragmentos existentes, saturary
suturar los vacios mediante nuevas formas
de orden, tomadas en muchos casos de la
calidad de la ciudad histérica. Todavia hoy,
muchos arquitectos estin interviniendo en
el cdncer de la periferia con estas intencio-
nes y mediante estos procedimientos.

Al extinguirse todas estas certidumbres posi-
tivistas, el debate sobre la ciudad contempo-
ranea puso sobre la mesa otras categorias
interpretativas. Se intenté comprender qué
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prehend anything except certain fragments
of order randomly juxtaposed in the terri-
tory. Some of these [ragments had been
built by the architects themselves, others by
speculators, while others still were the re-
sult of intervention originating on a region-
al, national or even multinational scale.
The vantage point of those who observed
this type of chaotic city was located inside
the historical city. From this position, the
architects approached the thing the way a
doctor approaches a patient: it was neces-
sary to cure the cancer, to restore order, what
was happening was unacceptable, it was ne-
cessary to intervene, re-qualify, to impose
quality. At this point it was also noticed that
—once again there beside the historical
city, in the “periphery”— there were large
empty spaces that were not being utilized,
that could lend themselves to large-scale
operations of territorial surgery. Given their
large scale, they were called urban voids.
Design would have to work on these areas
and bring new portions of order into the
chaos of the periphery: to reconnect and
re-compose the fragments, to salurate and
suture the voids with new forms of order,
often extracted from the quality of the his-
torical city. Even today many architects ap-
proach the cancer of the periphery with
these intentions and these operative modes.
With the downfall of these positivist certain-
ties, the debate on the contemporary city
developed other categories of interpretat-
ion. Attempts were made to look at what
was effectively happening and to ask why. A
first step was to understand that this system
of disintegration extended far beyond the
limits of what had been thought of as the




A través de territorios actuales
Después de haber realizado varias exploraciones a
través de los territorios de Roma, Milan, Paris, Ber-
lin, Turin y Passaic (Nueva Jersey), tras las huellas
de Robert Smithson, Stalker asegura que la practi-
ca del recorrido se esta consolidando en la actuali-
dad como un sentido modo de expresion y un Util
instrumento de conocimiento de las transformacio-
nes del temitorio metropolitanc. Por este motivo
ahora siente la necesidad de invitar a todos los ciu-
dadanos a la transurbancia, a recuperar la dimen-
sion del viaje y del descubrimiento en el interior de
la ciudad. Si se afronta a pie, la metropoli se con-
vierte en un mundo inexplorado en muchas de sus
partes, un mundo hecho de territorios casticos, en
el cual los asentamientos abusivos se sitlan junto a
los yacimientos arqueoldgicos; las lineas de alta
tension y las autopistas se intersecan con los acue-
ductos romanos; y las modernas ruinas industriales
acogen una fauna y una flora que jamas hasta
ahora habian habitado la ciudad.

La transurbancia vuelve a otorgar al ciudadano y al
turista el titulo de viajero, permitiéndole explorar
unos recorridos inéditos, llenos de contradicciones
estridentes, de dramas que a veces componen
unas armonias inéditas. Se trata de volver a encon-
trar en el territorio metropolitano un sentido que
surja de la experiencia de lo real y de sus contra-
dicciones, a través de una mirada libre de opinio-
nes, una mirada que no busque justificaciones his-
toricas o funcionales tranqguilizadoras vy al mismo
tiempo frustrantes, que no reduzca su propio hori-
zonte a las selecciones de las guias turisticas, sino
que descubra el potencial de los acontecimientos
urbanos en su inimaginable complejidad: mirar los
nuevos territorios metropolitanos con una mirada
desprovista del marco tranquilizador de nuestra cul-
tura, entendida como fundamento histérico de la
improbable posicion que actualmente ocupa el
hombre en el espacio. Una cultura gue nos oculta
la vision actual del devenir del mundo, negandonos
incluso la posibilidad de ser dignos de todo lo que
sucede.

STALKER, "Transurbanza”. Véase www.stalkerlab.it

Through actual territories
“Stalker, after having made a number of explora-
tions in the territories of Rome, Milan, Paris, Berlin,
Turin and Passaic, New Jersey, following in the fo-
otprints of Robert Smithson, believes that the prac-
tice of the path-joumey is, at this point, becoming
more widespread as a evocative mode of expres-
sion and a useful instrument of knowledge of the
ongoing transformations of the metropolitan terri-
tory. This is why, today, we feel the need to invite all
citizens to engage in transurbance, to rediscovery
the dimension of the voyage and the discovery of §
the inside of the city. When interfaced on foot the
metropolis becomes a world with large uncharted §
regions, composed of chaotic terrilories, where
speculative development stands side-by-side with §
archaeological sites, high-tension cables and high- §
ways intersect with Roman aqueducts, modern in-
dustrial ruins offer shelter for a flora and fauna that
had never lived in the city before.

Transurbance restores the name of traveler to the
citizen and the tourist, permitting him to explore un-
precedented itineraries composed of glaring con-
tradictions, of dramas that occasionally combine taj
form original harmonies. The idea is 1o rediscover
in the metropolitan territory, a sense that springsi
from the experience of the present state of things
with all its contradictions, from an unopinionated
perspective, free of reassuring and at the samg
time frustrating historical or functional justifications]
To open our perspective beyond the indications ¢
the travel guides, unveiling the power of the urbag
event in all its unthinkable complexity. |
To observe the new metropolitan territories with g
gaze free of that reassuring framework that is ol
culture, seen as a historical foundation for the i
probable position man occupies today in space.
culture that deprives us of an actual vision of th
state of becoming of the world, denying us the veg
possibility of being worthy of what is happening. -.
Stalker, “Transurbanza”, See also www.stalkerlald
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era lo que realmente estaba sucediendo, y
por qué sucedia. Un primer paso fue la
comprensién de que este proceso de des-
moronamiento se estaba extendiendo
mucho mds alld de los limites de lo que se
creia que era la ciudad, y que formaba un
auténtico sistema territorial, la “ciudad difu-
sa”: una forma de asentamiento suburbano
de baja densidad que se extendia formando
unos tejidos discontinuos y expandidos por
grandes dreas territoriales. Los habitantes
de esta ciudad, los “difusos”, eran gentes
que vivian al margen de las normas civiles y
urbanas mds elementales, que s6lo habita-
ban el espacio privado de la casa y del auto-
movil, que sélo concebian como espacios
puiblicos los centros comerciales, los meren-
deros, las gasolineras y las estaciones ferro-
viarias, y que destruian cualquier espacio
proyectado para su vida social. Los nuevos
barbaros que habian invadido la ciudad de-
seaban convertirla en aquella Paperépolis
Global que vive en casitas unifamiliares y
que sélo prolonga su hédbitat por las auto-
pistas reales y por las redes virtuales de
Internet.

Si observamos este nuevo territorio que ha
crecido por todas partes, con algunas decli-
naciones locales, resulta cada vez mas evi-
dente que mas alld de las nuevas manufac-
turas de la construccion anénima habia una
presencia que, después de haber sido du-
rante tanto tiempo el telén de fondo, se iba
convirtiendo cada vez mds en la protagonis-
ta del paisaje urbano. Esta presencia era el
vacio. El modelo de la ciudad difusa descri-
bia efectivamente aquello que se habia for-
macdo espontineamente en torno a nuestras
ciudades, pero una vez mds proponia un
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city, forming a true territorial system, “the
diffuse city”. A system of low-density subur-
ban settlement that extends outward, for-
ming discontinuous fabric, sprawling over
large territorial areas. The inhabitants of
this city, the “diffuse settlers”, were people
who lived outside of the most elementary
civil and urban laws, inhabiting only the
private space of the home and the automo-
bile. Their only idea of public space was the
shopping mall, the highway rest stop, the
gas station and the railroad station. They
would destroy any space designed for their
social life. These new barbarians had inva-
ded the city and wanted to transform it into
that global Happy Valley where everyone
lives in a single-family house, in a habitat
whose only outward extensions are real
highways and the virtual highways of the
Internet.

Observing this new territory that had sprou-
ted up everywhere, in various local versions,
it became increasingly evident that apart
from the new objects of anonymous build-
ing development there was also a presence
that, after having long been a mere back-
drop, was increasingly the protagonist of
the urban landscape. This presence was the
void, empty or “open” space. The model of
the diffuse city effectively described what
had spontaneously taken form around our
cities, but once again it analyzed the terri-
tory by starting with the full parts, the sol-
ids, without observing inside the empty
parts, the voids. And the inhabitants of the
diffuse city, in fact, did not spend time only
in houses, highways, webs and rest stops,
but also in those open spaces that had not
been inserted in the system. In effect, the
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andlisis del territorio a partir de los llenos, y
no lo observaba desde el interior de los va-
cios. De hecho, los difusos no sélo habitan
casas, autopistas, redes informaticas y me-
renderos, sino también aquellos vacios que
no se habian incorporado al sistema. En
efecto, los espacios vacios dan la espalda a
la ciudad con el fin de organizar una vida
auténoma y paralela y, sin embargo, estdn
habitados. Los difusos van alli a cultivar los
huertos ilegales, a pasear el perro, a hacer
un picnic, a hacer el amor o a buscar atajos
para pasar de una estructura urbana a otra.
Sus hijos van alli a buscar espacios de liber-
tad y de vida social. Mds alla de las formas
de asentamiento, de los trazados, de las ca-
lles y de las casas, existe una enorme canti-
dad de espacios vacios que componen el
telén de fondo sobre el que se autodefine la
ciudad. Se trata de unos espacios distintos
de los espacios vacios entendidos tradicio-
nalmente como espacios ptiblicos -las pla-
zas, los viales, los jardines, los parques-, y
conforman una porcién enorme de territo-
rio no construido que utiliza y vive de infini-
tos modos distintos y que, en algunos casos,
resulta completamente impenetrable. Los
espacios vacios son una parte fundamental
del sistema urbano, y habitan la ciudad de
una forma némada: se desplazan cada vez
que el poder intenta imponer un nuevo
orden. Son realidades crecidas fuera de, y
en conira de, un proyecto moderno que
sigue mostrandose incapaz de reconocer sus
valores v, por tanto, de aceptarlos.

El archipiélago fractal
Si observamos la fotografia aérea de una
ciudad cualquiera extendiéndose mas alla
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open spaces turned their back on the city
to organize their own autonomous, parallel
life, but they were inhabited. These were
the places where the “diffusion dwellers”
went to grow vegetables without-a permit,
to walk the dog, have a picnic, make love
and look for shortcuts leading from one
urban structure to another. These were the
places where their children went in search
of free spaces for socializing. In other
words, beyond the settlement systems, the
outlines, the streets and the houses, there is
an enormous quantity of empty spaces that
form the background against which the city
defines itself. They are different from those
open spaces traditionally thought of as pub-
lic spaces —squares, boulevards, gardens,
parks— and they form an enormous por-
tion of undeveloped territory that is utilized
and experienced in an infinite number of
ways, and in some cases turns out to be ab-
solutely impenetrable. The voids are a fun-
damental part of the urban system, spaces
that inhabit the city in a nomadic way, mov-
ing on every time the powers that be try to
impose a new order. They are realities that
have grown up outside and against the pro-
ject of modernity, which is still incapable of
recognizing their value and, therefore, of
entering them.

The fractal archipelago

Observing the aerial photo of any city that
has developed beyond its walls, the image
that immediately springs to mind is that of
an organic fabric, of a thread-like form that
accumulates in more or less dense lumps.
At the center the material is relatively com-
pact, but toward the edges it expels islands



