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gestures

character’s responsiveness to various conditions. The only thing
you can see of the map is that which is inscribed in that part of
the territory that you do see, as Christopher Walken indicated,
because you never see the territory whole in the way you can
look over the entire map, the entire diagram, you just see bits
and pieces. Only these bits and pieces of responsiveness, these
bits and pieces of entanglement, give you the character — or
more precisely: it is only these bits and pieces from which you
will attempt, retroactively, to construct some character.

Here is Theodor Adorno’s beautiful quote about vectors: “Beauty
is either the resultant of force vectors or it is nothing at all” (“Func-
tionalism Today,” 41). But I would say, perhaps less beautifully, that
forces are most strongly represented as the result of representations of
forces in responsiveness (and thus in process and in transformation), and
not as an end-resultant, not as a summing up. “The subject is neither
a result,” Alain Badiou has said, “nor an origin. It is the local status of
the procedure, a configuration that exceeds the situation” (“On a
Finally Objectless Subject,” 27).

Like watching a kickoff return for a touchdown in a football
game: all the tension and drama of the kick returner’s gestures
would be eviscerated if the forces were reduced to the resultant
that is merely the run; that is, if all the relational forces at work
in the responsive gestures of the run — the other team trying to
tackle the runner, his own team blocking the other team or get-
ting in his way, the near out-of-bounds at the sideline, the final
sprint to the goal line — were entirely erased from view, so that
the only thing one would see would be some resultant wacky
dance in some abstract space by some helmeted nutcase with a
big number on his shirt.

This is why it is important to avoid the mere direct expres-
sion(ism) of forces as resultants, lest we as designers become,
say, glorified traffic engineers instrumentally calcifying maps of
circulation flows — as if those maps of flows were the socially and
psychologically complex territory that is the circulation of indi-
viduals through institutionalized spaces. Rather, architecture
might gesture relationally to these forces, inferring forces as
well as expressing forces, which is a way, to shift the association
yet again, back to music, of being simultaneously on and off the
beat, developing a syncopation of beats, a syncopation of
(responses to) forces.

Both materializing the map and not materializing (but alluding
to) the map, happily playing between the map and the territory.

In animation and in human performance the lesson is that
these vectors of characterization are expressed not as some gen-
eral movements, not with some general shapes, but as physical
and vocal characterizations,’ as gestures in relation and in
response, as gestic movements of complex motivation between
desire and drive — action being that which is suspended not just
between various desires, but between desire and drive: between
that which the character desires and that which the character
does not desire, but nevertheless is compulsively driven to do
(this is the Lacanian notion of drive): “Daffy rushes in and fears
to thread at the same time” (Amuck, 239).

This brings me finally to the third of the three dictionary defini-
tions for vector: “a behavioral field of force toward or away from the
performance of various acts; broadly: drive.” So it should not come as
too much of a surprise if in his discussion of the Lacanian notion of
drive, Jacques-Alain Miller speaks not only of forces toward and away
from the performance of various acts, not only of conflict and love
and other adversarial situations, but speaks of these situations by
speaking of vectors:

schema

It is for this reason that, in this seminar [Encore], Lacan places
right away, at the side of jouissance, its Other, namely love —
which, on the contrary, is itself representable, by a vector that
goes from one point to the other. And, we won’t even hesitate
to bring the vector of return, which we find in a fundamental
cell on Lacan’s graph. His entire graph is constructed on these
departures and returns. (“The Drive is Speech,” 20)

It is these departures and returns that motivate, that animate,
our character.

Well, that’s my cue. Time to depart. There’s more but there’s
always more. These last two sections on anamorphosis and vec-
torial responsiveness have taken me to the point where these
departures and returns are the differential vectors, the differen-
tial motives, of our character, of our architectural characters.
What is left to discuss is how motives might be developed into
motivic improvisations, how points might be developed
through a process of counterpoint. For this I will need to have
Chuck Jones and Hugh Kenner and Tex Avery return, along with,
say, John Coltrane and Public Enemy. And Glenn Gould.

Another time then: another interest, another pleasure.

Another me then. And then, well, another you.
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bio-logic

It has been claimed by one complexity theorist that “all com-
plexity moves toward biology,” and this is no trivial assertion.
Indeed complexity is the movement toward biology (some might
say toward emergent intelligence, though forms of intelligence
are around us everywhere, which is why we postulate the concept
of the diagram as a regulatory or generative mechanism). It marks
the transition where communication, control, and pattern forma-
tion — in a single phrase, relationships of information — take over
in an organized substrate from relationships of energy. Historically,
this movement — the emergence of what I like to refer to as a “bio-
logic” — began with the 19th century’s science of heat (thermody-
namics) as the study of ineluctable transitions (cold to hot, order
to disorder, difference to homogeneity) and the theory of evolu-
tion (the homogenous and simple to the differentiated and the
complex).The life sciences could not fully emerge on an independent
basis until a theoretical-mathematical basis could be provided for
them. Physics itself had to become an “information” science before
biology could emerge gradually to supplant it. (This history goes
from Boltzmann'’s statistical theory of gases to the postwar era’s
elaborations by Norbert Weiner, Claude Shannon, Alan Turing, and
John von Neumann.) This view of history makes it very difficult to
accept today’s common view that sees “informatics” as a new or
independent development in the history of ideas and aesthetics, as
a putative “third stage” following and supplanting the physics
model and the biology model. What I call the bio-logic is the infor-
mational paradigm par excellence. To speak about “invisible” archi-
tectures and informational networks, to invoke “dematerialization”
processes in their support is to misunderstand the problem. It is to
mistake the incorporeal for the immaterial and to mistake the virtual
for the phantom real.

Informational architectures have been at the heart of American
aesthetics since the 1960s — Robert Smithson is one important
example — but the advent of electronic gadgetry and the emer-
gence of an overdeveloped communications infrastructure have
not changed the fundamental problem one iota. Our problem
today remains one of freeing ourselves from the impoverishments
of mechanism — and indeed of the many fashionable “neo-mech-
anisms” — wherever they emerge, through the actualization or
incarnation of “free” or invisible difference, that is, of virtuality.
We can do this only through the relentless invention of techniques
whose task is to materialize the incorporeal by embedding every-
thing in the flow of time.

In time everything is related, and it is to this multiplicity of
relations and their shifting and mobile nature, and to their pecu-
liar, and incompletely theorized, unfolding within the imper-
turbable unity of a medium (time, duration) to which the study
of complexity — or, as Bergson called it, the science of intuition —
responds. I believe that architecture plays a privileged role here —
or at least that it could and ought to play such a role — in bringing
these processes of organization, integration, and coordination to
the foreground not only of public and cultural appearance, but to
the more subtle arena of experience itself, to the place where the
time of things and the time of the body are one, to the space of
intuition. Through the materialization of actualization, architecture
has the capacity to free the imagination from three-dimensional
experience, to free it from the contemporary curse of so-called
“invisible processes” and hidden diagrams and to show us that
processes and events, the ones that give form to our world and our
lives, have shapes of their own.

In many mainstream areas of research today, new concepts and
tools are emerging whose purpose is specifically to emancipate

will

thought from the clichés of reductionism (from classical science
and numerical explanation). These target macroscopic, hybrid,
and global phenomena, and they conceive of them as open sys-
tems in continual metabolic turmoil and exchange. They grasp
material phenomena through their qualities (or else they posit
statistical and probabilistic distributions in order to numericalize
them), because that is primarily what they are: organizations of
effects, not quantities. The real world is always a world of effects
(events), not quantities, though clearly some of our narrowest
thinkers have forgotten that this is the case. These developments
may well be returning us to some sort of archaic or anti-rationalist
point of view but I do not believe that this is necessarily a bad
development; at worst it presents a new set of dangers and pitfalls
to thought, and at best, new possibilities for thought and life.

Qualities are very dense, embedded, and complex entities. They
once so overpowered perception and the imagination that the
mind was continually beaten back into superstitious postures. The
modern, rationalizing mind thus set out to organize the world so
that it could become apprehensible to, and manipulable by, ratio-
nal operations. Today those operations have begun to approach the
point of radically diminishing returns. Our lives and our world
have been desiccated by numbers and so the mysteries of the qual-
itative world are necessarily beginning to recapture attention. The
difference is that today we have a scaffold of mental technologies
with which to investigate the qualitative world in a relatively sys-
tematic manner. Though there is little danger of falling back into
the old types of religion and superstition, we will undoubtedly
begin to tolerate in serious discourse a great deal more in the way
of ideas and models and worldviews as we begin to ween our-
selves from the centuries-long tyrrany of merely reproducible
facts. This is no doubt why the diagram issue is becoming preemi-
nent today: it represents a fresh approach to knowledge, the idea
that geometry has a truth that cannot always be reduced to alge-
braic expression. Forces exist, and can be explained, even if they
cannot be rigorously predicted. The classical prediction criterion
of truth hid this fact, and much of reality, from our purview.
Designers were crippled by this exclusion, and were left either to
tinker in the sandbox of “styles” or else in the rarified and bodi-
less realm of hyperrationalist abstractions. Both of these represent
sad academicisms, and the movement today toward the world of
the real does not constitute an anti-intellectualism. Rather, it is a
revival of archaic materialist thought.

The question arises as to whether the diagram is scientific and
explanatory or literary and illocutionary (provoking acts not
based on verifiable truth functions). One would hope that no sin-
gle or definitive answer will ever be furnished. Clearly both func-
tions are necessary, for each is necessary to protect us from the
excesses of the other, and only the joint action of both together, in
turn and in oscillation, can assure us the mobility of thought and
action to sustain our own political apparatus in the face of a very
fluid and labile enemy. The diagram gives us the power to program
historical becoming, as well as to hack the programs currently in
place. Diagrams must be conceived as songs as well as hammers.
Truth after all, is a function of will, not facts.

(This essay is based on an interview conducted for OASE magazine,
Holland, 1997, by Wouter Dean and Udo Garritzmann.)
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