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Controlled
Explesion

Architecture in the work of Cyprien Gaillard gener
ally appears only in its undoing, in its collapse. His
videos, photogeaphs, and sculptures constitute a veri-

table ca

logue of implosions and their aftermaths, as
ihe haunting, vaporous mists of his early REAL REM
NANTS OF FICTIVE WARS videos (2003-%) become
the billowing dust clouds and debris of DESNIANSKY
RAION (2007), whose middie sequence consisis of the
spectacular demolition of a postwar housing block in
the Parisian banlicues, This theme fs explored with
near obsession over the following (wo years in sue-
cessive films. most notably COLOR LIKE NO OTHER
(2007}, a shor

video of a black of Glasgow flats just
prior to their destruction, and PRUITTIGOE FALLS

2000), which depicts the demolition of another

block in the Scottish city, Architectural destruc-
tures in CITIES OF GOLD AND MIRRORS

tion also fe
(2009), in a brief, beawtiful sequence ol & crompling

mirror-glass office building, s facade shuddering

in anticipation of its imminent collapse; in sculp-

yeled
from these events (LA GRANDE ALLEE DU CHATEAL

tural [nterventions composed of concrete

TOM McDONOUGH s o crivic, a7t WMo, and write

bised in upstate New York and Torento. His st recent b

the anthology The Siuationists and the Cuty (Ve rso, 2004},
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Whitt has bewn so povrly consteucted mest
te morr quickly demolished
Cuy Debord, 1994

D'OIRON and CENOTAPH TO 12 RIVERFORD ROAD,
POLLOKSHAWS, GLASGOW 2008, both 2008); and o
photographs of phes of rubble (CAIRNS, 2008)
Deseribing these works, Gaillard has frequently
invoked the eighteenth century's fascination with

the ruin, and spoken of 4 “de

nition of a new urban

form of Romantic
t

He even proposed the ere

nof a contemporary version of that era's predi-
lection for the architectural folly, a park where tower
blocks slated for demolition would be gathered and

dlowed to picturesquely decay—an actualizton

perhaps, of the scenes imagined in his 2005 series of
ewchings, “Belief in the Age of Disbelief,” in which he
Insérted various high-rise modernist structures into
Lndscapes governed by the aesthetics of seventeenth

century Dutch art. Gaill has also regularly cied

two names as sources of inspiraton, so frequently,

fact, that he collapsed them into one person
“Hubert Robert Smithson,"” an amalgamation of the
cighteenth-century French painter of ruins and the

American pioneer of Land art and poet of entropy

lard's interest in forsaken periurban twrrito

ries dates at least from his time at art school in Lau

sanne, Switzerland, whe

¢ he rejected studio practice

and found hi

ssell deswn to the landscape of posiwar

development, which be had already been exploring
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statue always heen there? It had tricked us all, T said, by appearing to have been there always
when it arrived. They don’tdo that anymore. Today they engineer their changes on scales so
large millions of people are forced 1o pay attention. I noted there were seams in that thick
grass of the meadow streeched up to that Andrew Wyeth-esque structure almost ar iss end.
That grass that apparently needed tending had been rolled there literally overnight, Scrub
and trees shaved, easier boulders turned and disappeared. In that parking lot once edging up
Tevocably present

10 BB's meadow, a whole universe had repositioned itself, enormously,
That cdge n ti From high in trees we
could see the too wide and the too long, the too straight and the wo grayly paved lane up and
out to the antimodermnist, pentagonally ended structure. It was 8D-printed by cash not ma-
chine, although we didn’t know that word,
steeple that had within it a bell into everybody’s history, Exactly what were they print-
annah testified, true and clear. “We are not

e immediately burned, What did freedom mean now

aux front facing, chimneystone thrusting a mod-
era
ing? ... "Are we tripping?
tripping.” But they might have been. When people rolled about encased in personally tai-
lored environments propelled by the future, they sealed themselves off from the outside, they
regressed to the Horn and left the Bell behind, Yet a bell there was, a bell to bre:
of any fairy, litde person, or nearby demon. Everleth was outraged. *1 take it as the most per-
sonad of insuls. A bell! A bell! Well this certainly means war,” And so that one began, Or so
Jacob did claim, who told me most of Everleth’s doings, [t was a dark and sublimey night. The
bell was bricked up into a windowless nook of a steeple on the other end trom where the drive
passed therough the clowrch. Now that was odd. Was the Church even there? Twas lighting a hottle
Are vou gonna light that thing?™ [ had never had her so close o me before, so
near the edge of risk. I felt her in all sorts of teenage waws. It shot up and arced backwards
and sciared the fuck out of Jacob. It exploded. Claudy fell, without the bell. Everleth the next
day had left. Next day next I was thinking of that odd entryway, much too big for iself with
painted lane divider. My brain always did rell me listen (o vourself when it comes to design
I'he lane, in fact, proceeded through a covered garage like a person to turn and hide behind
a grove of scrap oak. It would eventually lead out. over

k the mind

rocket

nd beyond BB's meadow, to where we
could see they had installed their prefab community, complete with houses, animals, trees,
and, most horrible of all. children. “Perhaps they've time travelers,” T offered. “Perhaps big
tourist groups of tme travels come back as veligions o enjoy twentieth-century Vespuceia,”
“Perhaps not,” Claudy said, “Idiot.” Yet it was the next day Everleth reappeared as if out of the
C1A or worse, It was in the library, and only a small museache remained from that once Charles
Manson of a beard. His hair was brushed off his forehead. miangulating downward 10 a point
at bis small ch
said to me, “I have been rescarching the enemy. It is an organization that has represented
different interests at different times, It has suffered other names; it has swelled, massed, cut
off its sick members for the good of the whole, and changed radically. if necessarv. For many
years it was a cooking school. It returned to religion, however, and took advantage of the
conceptual privacy of subnurbia to evacuate the local of anything but the most gen
First a colany of younger members is sent out. These prey on local rich
marty and take property. “Spiritual happenings’ are held: they've
horrowed the term from the avant-garde.” Is it a Temple at aliz T wondered. It was & cult, and

1. He was already researching. “You're not so dumb ar all, are you, bov," he

ing in yarious regions.

families, going so far as

that’s what mattered, so Everdeth claimed, In one year it had proved itself an economic farco
and a political block enough to project its own invisibility. And the statue? 1 fuiled o ask.
Whao was the €

ild Left Alone in the Dark? [ wonder these days, as 1 stare through an appa-
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ratus foaded with only surveillance, listening only 1o Grimes, Was it 88 Lieh, who killed him-
self perhaps by accident with bis father’s gun one day so long ago? Was it his father, whose
actual head was shaped like the church? Was it your On those nights the Crawfords went
about the woods and you wondered what she was up to among all those insects and creeping
things? The woods were thick with life then, prehistoric skunk cabbages, bubbling mud pits,
the whole nine cubits, Who if not you was not there? You felt those nights were legion. as you

sat before the bleeding screen. What terrible things was she doing out there, you wondered,
as mote ternble things emitted from the silver sitter. You watched. Despite The Mysterious fs-
land. Some are drawn together by a bell. You were not even drawn by a girl. Not untii Everleth

- Twas now furious at myself. What these “rites” of theirs were | didn't quite know, but it
was certaimnly drug-related and that was a fact. There was sex out there too. | was sure of it. Did
Hannah participate? If so, how? In the name of some very hortible personages, most likely,
Everlerh was a poet, or so they said. From out of the hippy occult, he'd come from city o the
country. He was a small man and gentle. He only wore black. His wife
illusion, he said. She was much younger, He grew his nails repellently long. He wore no rings,
had no @attoos nor any of the so-called Satanic signifiers that had alveady hit the market. “I
would rather go to hell from intent than from ignorance,” I heard him sav exactly on the
porch of the cottage he'd taken on a follower’s land. He did nor attend to her. An old woman
there, perhiaps her mother or his aunt, cared for her, The woman seemed somewhar genteel,
“Eyvic!” I heard her cry, And his paleness struck me as very fine through the dark of the eve-
ning, from the trees. Everleth looked every inch the gentleman. 1 thought. Yet he was incred-
ibly, unbelievably, poor. “The region you're naming,” he told us, “you call the woods. Yet on

dying then, of an

the map it appears to be a ¢l . Hear “Hotel California® from ouside, rendered by a Ni-
caraguan who clearly does not understand English. Think how ev

¢ object has a surface as
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scene from the American Midwest 1o the Seottish me-
tropolis, but he seems, on the whole, (o reproduce
this argument, while mapping it onto an imagery of
the sublime by rhyming the dust ¢loud of a build-
ng’s implosion with the spray from Niagara Falls, An
analogous logic is ar work in his coupling of moder-
nity and prehistory, as when mounds of rubble are
rechristened “cairms,” afler the piles of rock used 10
mark Stone Age burial sites, §

the eponymous cycle
of phetographs; or when the cirde of tall Soviet-era
housing blocks east of Kiev featured in DESNIANSKY
RAION s compared to Stanehenge. Such Neolithic
monuments, whose origins seem lost in the mists of
time, provided our forebears with some of thelr most
sublime experiences of the landseape; the cultures
that built this form of collective housing, Gaillard
suggests, appear no less distant today,

Yet as architectural historian Manfredo Tafuri
once whked, in regard 10 the eighieenth century,
What, on the ideological plane, does reducing the
«ity to anatural phenomenon signify? whuri's own
answer was that, by naturalizing the historical, the
actual economic and social processes of accumula-
ton governing urbanism are mythologized, conjured
away. Something similar is a1 work today in Gaillared’s
treatment of the contemporary cityscape, When (he
artist comments that “my favorite time is really the
last twenty minutes of a building’s life,” he effcctively
removes the structure from the cireuits of produc-
tion and exchange that objectively govern its exis-
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tence " Take, for example, the housing estate that
became the subject of PRUITTIGOE FALLS, Sighthil),

built over the second half of the 1960s on » disused

industrial site to the north of Glasgow's city center,
came 1o encompass numerous tall tower blocks along
h several lower siructures. The product of a post

war welfare state, this soclal housing was deemed

wi

unyiable by the municipality early this century and
plans for its demolition were made. I its history had
already been inscribed at it origin within the evcle
of deindustrislization and economic restructuring
that would fundamentally reshape manufacturing

cities across Grear Britin, its fate would uliimately

be determined by the neoliberal dictates of gentri-
fication and privatization—"priority regeneration,”
according to planners’ euphemisms. Two towers had
already been imploded in 2008 before Gaillard ar-
rived in Jate fall 2009 1o film this one, viewed dramat-
ically across the graves of Sighthill cometery, These

wansformations did not go uncontested, however:
The local cammunity council, following the demaoli-
tions of 2009, forced a promise from the ¢ty o save
and refurbish the remaining units, That promise was
later reneged. as Glasgow decided to demoli
was left of the estate in order w redevelop it largely
under private hands, as a component of its bid for
the 2018 Youth Olvmpics; affordable public housing,

v what

of course, would be all but eliminated.™

Thar history cannot be told during the last twenty
minutes of a building's exisience. To say Gaillard in-
habits the ideological discourse of acoliberal regen-
cration daes not mean, however, that he simply re-
produces it. Images of controlled explosions are first
and foremost sigos of capital’s fundamental fTuidity,
its retreat from fixed form the moment profitbiliy
dictates a shift in geographic locale—and even the
maost durable of conerete structures ean be forsaken
as the economy dictates their obsolescence. But en-

visioning this process might also contain a utopian

moment, We are all familiar with the profound fasci-
nation that the collapse of buildings evokes, We arc
drawn to such scenes of destruction, drwn o the
spectacle of annihilation they image. The sound-and.
light show accompanying the implosion of a French
project in DESNIANSKY RAION represents the State’s
acknowledgement of this fact. Gaillard asks us to con-
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er the nature of this fascination, which he aligns
with something like a collective death dnve, a nihil-
hurtling toward oblivion. Nevertheless, within

that nihilism he loctes o kind of possibility, the rec

i

ogniton that even in this seemingly frozen world,
all is not static. We might recall Guy Debord’s Tast
film, in which the dynamiting of discredited public-
housing developmenty allegorizes & broader social
disintegration. Seeing these buildings drawn down-
ward reminds us that all regimes are historical, that
none i3 eternal. Today the world is being remade in
the image of an inhuman economic system, but the
furure may hold other transformations. Tomorrow's
explosions may be far less controlled.

11 Gary Diebord, “Guy Deboeil, sl drt ¢f son emps. scémitho
médit, octoben 19947 In Orveses. od. Jean-Louls Raogon (Purks
Gallimard, Coll. Quari, 2005), p. 1872, Eaghsh tranalation Iy
author.

2) Gyprico Gaillard, quoted in Edoardo Bonsspetti, “Cyprien
Caillard” Moussed (Summer 2007), p. 24

3) See, for example, Gaillard, quoted in Lillian Davies, “Noth
ing In Really Reak: An lotervicw with Cyprien Gailtard”™ Gow 19
(AprilJune 200%), p, &
4) Gailtard, quoted I ibid., p. 230,

1 See the srtist’s deseription of this project in Elodie Evers and
i, *Cyprien Galllard: Duat Linea” wana dultur $4

24,

Matithios
{Summer 2010}, pp. 21

@) Georg Simmel, quoted tn Jean Starobinskl, T4 fneention of
Liberty, T700-1789, (. Bermard C. Swlfl (Geneva: Skine, 1964),
p- 180,
7) Ihid.

81 Shnmel, quoted in ihid,

91 Galllard, quoted in Bonaspetii. g 29, On Fruin-lgoe's role
av an fcon of modern architectues’s presumed failures in social
relorm, sea Reinhold Martin, f'l-v; 'y Ghast: Architacture and Pest.

moderniam, Aguin (Minneapolis and London: University of Min.

wesota Press, 2010), pp. 14-19.
101 Manfeedo Tatutd, Arhiinture wad Cropi. trans. Darbars Ly
ia La Penta (Caniridge, MA and London: MIT Fress. 1976). . 7
11) Gaillard, quoted in Francesca Picchl, “Modern Ruins,” De
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14). Glasgow was ot chasen 10 host the Youth Olympic
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bt
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TOM McDONOUGH \
Kontrolliert
.
Explosion
Was o schlecht gebant unende, s
schneller zerstirt werden.
Guy Debord, 1994
Architekeur tucht im Werk von Cyprien Gaillard
grundsitzlich erst im Moment shres Untergangs
auf, ihres Zusammenbruchs, Seine Videos, Photo
graphien und Skulpturen geben einen veritablen
Katalog von Sprengungen und ihren Nachwirkun-
gen ab. Aus den gespenstischen Rauchschwaden
der frithen Videoseric REAL REMNANTS OF FIGTIVE
WARS (Echte Uberreste fiktiver Kriege, 2003-2008)
werden im Mittelteil von DESNIANSKY RAION (2007) CYPRIEN GAILLARD, COLOR LIKE NG OTIER win 36 v
dic dichten Staubwolken und Trimmer der spekta FARDE Wik KKINE ANDERE, } " Min. %6 5ok
kuliren Sprengung cines Nachkriegswohnblocks in
der Pariser Banlicue. Beinahe mit Besessenheit set
sich das Motiv iiber die nichsten zwei Jahire in imp
neven Filmen fort, vor allem in dem kurzen Vide: von Architektur zum Thema: In cinem kurzen, betd- Photographien wie die Serie CAIRNS (Steinhiigel
COLOR LIKE NO OTHER (Farbe wie keine andere rend schonen Ausschniw von CITIES OF GOLD AND 2008) zeigen Aufnalimen von Schutthaufen
2007), das einen Glasgower Wohnsilo direkt vor MIRRORS (Stadte aus Gald und Splegeln, 2009 zit- Wenn Gaillard diese Arbeiten beschreibt, beruft
CYPRIEN GALLLARD, LA GRANDE ALLER DU CHATEAL seiner Zevsedrung zeigt, und in PRUITTAGOE FALLS tert die verspiegelte Fassade eines gleich zusammen- er sich oft auf die Begeisterung des 18, Jahrhunderts
DOIRGN (LHE GRAND ALLEY OF CHATEAU 1¥ OIRON Y. 2005 (Pruitelgoe-Fille, 2009), dem Zeugnis einer weite- sackenden Bitrohauses in Erwartung des unmittel-  fir Ruinen und spricht von der «Definition einer
recyelel comerete, Swstatlotien i £ I GROSSE ALLEE VON ren Hochhaussprengung in der schottischen Stadt bar bevorstehenden Einsturzes; aus dem recyeelten  newen urbanen Form der Romantik=". Er hat sogar
SEHLOSS OIRON, recyreiter Betom, Installatiominnsiche Aber auch andere Projekte machen die Vernichtung Beton solcher Eveignisse entstehen skulptumale In-  vorgeschlagen. cinc zeitgendssische Variante des
' terventinnen wie LA GRANDE ALLEE DU CHATEAU  damaligen Vorlicbe fur Staffagebauten zu schaffen,
FOM MeDORKOUGH 1ebr aks Keitiker, Kunsihistoriker und I’ OIRON ( Dic grosse Allee des Chareau d'Oiron) oder cinen Park, in dem man zum Abriss :u“x;.: 'i“u:l*r
Ao Hin COBun e oy Nor Yok uid T Toronto SSeln 16triss CENOTAPH TO 12 RIVERFORD ROAD, POLLOKSHAWS, Hochhioser versammeln und (It.'n malerischen Ver
Buch war die Ancholagie Ths Situnonias and 1k Cits (London GLASGOW, 200% (Kenotaph fiir die Riverford Road fall niberlassen Kannte > cine \rnkal:tin.p;. viek
Versa, 2008) Nr. 12, Pollokshaws, Glasgow 2008, beide 2008); und leicht, der Phantasicansichten aus seiner R folge
PARKETT 94 2614 218 219
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«Beliel in the Age of Disbeliefs (Glaube in Zeiwen
des Zweifels, 2005), fir dic er modemistische Hoch-

hawbsuten in Landschafisdarstellingen eingefigs

hat, die der niederlindischen Kunstiasthetik des 17.
Juhrhunderts ensprechen. Dariber hinaus zitient
Gaillard regelimdssg zwei Namen als Quellen der
Inspiration — und zwar 30 hitufig, dass bei ihm dar-
aus schliesslich eine Person wird: In «Hubert Robert
Smithson« verschmilzt der franzosische Ruinenmaler
aus dem 18, Jahrhundert mic dem amerikanischen
Land-Art-Pianier und Dichter der Entropie’,
Gaillards Interesse an verfassenen peritrbanen
Gebieten erwachie spitestens wihrend seines Studsi-
umsan der Runsischule in Lausanne, wo er die Arbeit
Im Atelier ablehnte und sich von der Baulandschalt
der Nachkviegszeit angezogen fithlie, die er berein
im Umkreiss seiner Heimawstadt Paris erkundet hatte

GLADSTONE GALLERY

In elnem gemieteten Buy chautfieric er eine kKleine
Gruppe von Architekten, Kinstlern und Jowmalis-
ten durch die modernistischen Wohnsiedlungen
westlich von Bern — Satellivenstidte ans den spiten
1950¢er- und 1960er-fahren mit Wohnblocks nach

dem Konzept von Le Corbusicrs berithmiter Unité
d’Habilation. Diese Aktion, so Gaillard, war sein sers
tes Sticks iiber die Vororte-". Fir seine Diplomaus
. 2005) be
auftragte er einen professionellen Landschaftsmaler,

stellung «Swiss Ruins« (S¢hweizer Ruine

diese Wohntiirme und Planenbauten unter freiem
Himmel in O} auf Leinwand festzihalten. Schon bei
der damaligen Ausstellungserofinung sprach Gail-
lard unter den Augen eines wiltenden Kunstschuldi-
rektors iber Robert und die Verlockung der Ruinen
fiur das 18, Jahrhundert und gab so die Richtung fiir
seine kinftige Arbeit vor

515 WEST 24 STREET NEW YORK NY 10011 21
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), GAINNS (13 RIVERPORD

ROAD, POLLOKSHAWS, CLASGOW). 200

STEINHUGEL

VERFORD ROAD, POLLOKSHAWS

GLASGOW), G Print wuf iwswe. §70 5 210 o

Doch was ist eigentlich ecine Ruine? Der dentsche So-
dologe und Philosoph Georg Simmel - dessen Be-
wrachtungen den sweiten grossen Ruinentheoretiker
des 20, Juhirhundents, Walter Benjamin, inspiricren
sollien = licferte in seinem Buch iber die Philoso-
Antw
Reiz der Ruine, dass hier ein Menschenwerk schlivss-
Was

den Bau nach oben gefihrt hay, ist der menschliche

11z Es sei «der

iche

phische Kultur cine m

lich wie ein Namrprodukt emplunden wird

Wille, was ihm sein jetziges Aussehen gibe, ist die me
chanische, nach unten zichende, zernagende und
zerwrummernde Naturgewalts", Simmel wiederholt
hier Gedanken von Denis Dideror, die aus dersel-
ben Zeit stummen wie Roberts Gemilde: Die Ruine

driicke eine Form der Einheit swischen Menschheit

und Natur aus und macht sich dabei unsere Todes
ergebenheit als Mittlerin zunutze. Das vertikale Stre.
ben der Kunst wifft anf die unpersanlichen Krifte des
Falls und der Tragheit — das heisst, um mit Smithson
zu sprechen, auf Entropie. Menschiiche Absichien

werden irgendwann zunichte gemacht, ausgeloscht
durch das unerbittliche Vorriicken von Unkraut und
Moaos. Oder. frei nach Simmel: <Die Ruinenpoetik ist
immer cine Traumeret vor dem Uberhandnehmen
des Vergessens”.» Gewiss ist das Vergessen eine der
Hards Werk,
doch hat es wenig mit dem Vergessen gemein, das

beherrschenden Leidenschaften in €

diese Denker propagierten
wie die Ruine

Dic Simmel'sche Ruine basiert
der Maler des 18, Jahrhunders

f den anonymen

CEPRIEN GAILLARD, CAIRNS (13) ALLAN

STHEET, DALMARNOCK. GLASGOW), 2008, «prini

T x &37/ STEINHOGEL

wosnled 16 didre, B
131 ALLAN STREET, DALMARNOCK, GLASGOW),

w21 em
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Cpr
Kriifien der Nawr, die «das Kunstwerk zum Material
= Kanst

Gasl

ihrer Formung gemacht [hat], wie sorher d

sich der Natur als ihres Stoffes bedient hatte«
Tards Gebaude hingegen verfallen nicht mit der Zeit
streng genommen sind sie noch nicht einmal echie
Ruinen. Sie werden in cinem pldtzlichen Ausbruch
von Gewalt nledergerissen, implodieren dank sorg
filtig geserzter Sprengladungen in Sckundenschnelle
und lassen nichts als einen Haafen Triimmer zariick

Beabachter des Kinstlers kontern, der Ruin

und

der Gebdude setze schon vor ihrem Abriss ein

dic Hochhaussiedlungen reprisentierten als Ruinen

die Moderne selbat und ihren architektonischen

Ausdruck. Zu de 1, als Gaillard seine Abrissvideos
dieser Standpunki sicherlich en vogue

konkretisiert durch die Frage, die 2007 die Kura-
toren der documenta 12 swellten: «Ist die Moderne

unsere Antike?

Und fast spricht aus einigen Bemer-
kungen des Kinstlens dieselbe Haltung. Wenn er sein
Interesse fir «die Frage modemer Utopien und der
von ihnen produzierten Architekturmuinens aussert,
dann erinnert er an einige der grissten Klischees der
Postmoderne-Debatten in der Architektur, Debatten,
auf die sich der Titel FRUITT-IGOE FALLS ausdrick:
lich bezieht”. Die yon Minorn Yamasaki filir St. Loutis
im US-Bundesstaat Missouri catworfene Grosswohin-
siedlung Pr

Igoe wurde 1972, nur eineinhalb
kurze Jahrzehnte nach ihrem Bau, unter grosser

medialer Aufmerksamkeit wieder abgerissen. Der




Caprion Gaillavd

Architekt Charles Jencks erklire spiter, das Ereig-
nis habe den <Tod der Moderne~ markiert., Gaillard
verlegt die Szene aus dem Mittleren Westen der USA
in die schottische Grossstadt, scheint jedoch Jencks’
Argument im Grossen und Ganzen nachzuyollzichen
=wenn auch dbertragen auf eine Symbolik des Echa-
benen, in der sich die Saubwolke einer Gebaudeim-
plosion auf dic Gischt der Niagarafille reime. Einer
dbnlichen Logik folgt seine Verkniipfung der Mo-
derne mit der Urgeschichte, wenn emwa Schutthau-
fen umgclzuﬂ werden in «Cairnss = wie im gleich-

gen Ph Kl d:rmn—llden' inhigeln zur
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das Historische vereinmahmt, die akwellen akono-
Tchér tind tonalén ARttt hani

dic die Stad icklung determini ythol

gisiert und ausgeblendet werden. Ahnliche Krifte
wirken heute in Gaillards Behandlung der moder-
nen Staddandschaft, Weon der Kinstler kommen-
tiert: «Meine liebste Zeit sind wirklich die letzten 20
Minuten im Leben eines Gebiudess, dann lost er
das Banwerk wirkungsvoll aus den Produktions: und
Tauschkreiskiufen heraus, die objektiv sein Dasein
besti 1. Neh wir 2um Beispiel die Wohn-

K o itlicher G b
ist = oder wenm der im Osten Kiews gelegene Ring
von gigantischen Wohnblocks aus der Sowjetira, der
n DESNEANSKY RAION zu schen ist. mit Stonchenge
verglichen wird. Solche neolithischen Monumente,
deren Urspriinge im Nebel der Zeit verlorengegan-
gen scheinen, verschaffeen unseren Urahoen einige
ihrer erhabensten Landsehaliserfalirungen; die Kul-
tiren, die eine derartige Form von kollektivem Woh-
nungsbau hervorgebmacht haben, so Gaillards These,
encheinen hewte nicht weniger weit cotfernt.

Dic Frage aber ist. wie schon der Archirekiu-
historiker Manfredo Tafuri tm Hinblick auf das 18.
Jahrhundert wissen wollte: «Was & e pun

g, dic zum Moty von PRUHT-IGOE FALLS
wurde: Sighthill, in der pweiten Hilfie der 1960e1-
Jahre auf einem sillgelegten Industriegelinde nord-
lich der Glasgower Innenstadt errichtet, umfassie
am Ende zahlreiche Hochhanstirme und cine Reihe
von flacheren Gebiuden, Die Stadiverwaltung hiclt
das soziale \\olmnnphluptujekl ein Produke des
nachkri h Wohlfal s Beginn
des 21, juhrhmnd:m fir nicht mehr Gberlebensfihig
und machte Pline fiir seinen Abriss, Hatw man der
Siedluny ihre Geschichte im Rreistauf von Deindus-
rialisicrung und Ohonomischer Restukiuriernng,
der aberall in Grossbritannien die Industriestadie
gmndlegend umgestalten sollte, bereits bei ibrer

im ideologischen Bereich, wenn die Stadt einem
Naturobjeke gleichgesetzt wird"'sx Tafuris eigene

hricben, so wurde ihr Schicksal
tlur:h dlc nmllbﬂalen Dikiate yon Gentrifizierung
und Privatisi dgultig besi «Prionitire

Antworl war, dass durch einen «N 1 der

ng ncnuen dm die Phncr cuphemis-

222

CYPRIEN GAILLARD, BELILF IN

TIE AGE OF DISBELICE: HARLEM,
2009, wekimg. 3 '/, % 0° L GLAUBE LY
ZEITEN DES UNGEAUBENS: HARLEM,
Radictang, 8,5« 15 om

tisch. Zwei Wohntiime waren schon 2008 gesprengt
worden, bevor Gaillard im Spatherbst 2008 cintraf,
um die dritte Sprengung zu filmen - aus dramati-
scher Perspekiive quer iiber die Griber des Friedhofs

Cxprien Gailtard

Verfall versinubildlicht. Der Anblick des Abrisses die-
ser Gebiude erinnert uns daran, dass alle Systeme
irgendwann Geschichie sind und keines ewlg wihro
Heute wird die Welt nach dem Bild eines inhunsanen

von Sighthill hinweg. Doch es regre sich Wid d
gegen die Umg g Nach den Abri 2009
rang der drdiche Gemeinderar der Stadt das Verspre-
chen ab, die \rri)llchcm.-n Einheiten zu erhalien und
zu Dieses hen wurde inzwisch
Kebmcllcn Glasgow plante, den Rest der Siedlunyg
issen und das g Areal, griss
muc:ls unter privater chcrmhmng als Teil seiner

Wirtschaft baut - die Zukundt aber mag
andere Vemndlungeﬂ bereithalien. Die Explosio-
nen yon morgen kdnnten weit weniger kontrolliert
ablaufen.

(Ubersetzung: Kurt Kehkop))
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das Sprengen von in Verruf geratenen Sozialwoh-
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