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Renata Tyszczuk l ..|—

determinations don't usually work and that often neither architects nor the public ‘parti-
cipate’, or participate as planned. The projects embrace the essential instability, the

1959, the Team 10 meeting in B

agnols-sur Ce
carré bleu dedicated ap | €ze, 1960 ang
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The critical where of the

field

A reflection on fieldwork as a situated process of
creative research

Ella Chmielewska and Sebastian Schmidt-Tomczak

This essay is part of a larger project that concerns u.rban rr.wemory in
Warsaw and is planned to take the form of a book-ot.m.act, dlscurswelY
engaging material, visual and textual eV|d§nc§. Emphasn.zmg The aufthorsd
distinct voices, it expressly dwells on their dsffer‘ent amculanons. of, an
positions vis-&-vis, urban objects. In this collaborative research project, the
field of fieldwork is seen as mobile, moved by tr'1<=T exchanges an: nsg:;t@_
tions between the authors. Thus, tracing the crltl.cal \{vhere of t Z ie l.s
here developed as both a strategy for understanding fieldwork and consti-
tUULZ:afffk:n\A:::d of close contemplation of materiality deve!c?ped fqr
Peter Eilsenman’s field of steiae in Berlin by one of'the au'fho'rs\;\s/ mobi-
lized by the other author in its deployment in ah artnst. stu.d|o in Warsaw.
e xamines the exchanges around this application and argues
;r:; th: aat:tial fieldwork in collaborative research, whi.le' ;rzmidat:; 22:/;.
ical displacement, pertains to the movemgnt of the flel f ac nd forth
between the authors. The field's changing where, in o.rm; iythus
' critical engagement, theoretical approach’es and attftu 'eS, s th
e i mental device for collaboration. The field's position
B Inshmcjjological conceptual, representational, discursive),
(p:‘ocedtgél’ e:;itn:w conte>£t, generates productive collisions and transla-
reframed in

. v [ “abO a-
tions I[ 1S Ir tra SPOSI[O 1S (O t OUQI t 'a“guage Ob’ec{s) that co I

h ace all(’ ' at .e (’VVOl k v p
i I | I as crea e resear h
tive exc anges take p C ract

is articulated.

o i is its position in rela-
Sebasnan" hin the work, is the field framed and articulated? What Istltipte; e
) ’ ich it i ntribute? How
i, WhIt task or larger project to which it is expected to co
tion to the tas

the researc S Ih lty it sit f its texts a Id g ext
i I“eCted by “ rchel a ar with t' e e e surrour (1 ng con

icipations?
by her informed or innocent anticipations?
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Ella Chmielewska and Sebastian Schmidt-Tomczak

How and where do we make sense of the field once it is transformed into a
set of representations and recordings, now dismembered and re-membered through
the ordering of fragmentary images, notations and artefacts? Where do we fold it into
the project and what happens with the original field? Is it now exhausted, consumed in
the process of data collection, an emptied site left behind?

In this essay we reflect on the position of fieldwork in our collaborative
research. In our larger project — a book on urban surfaces, materiality and place
; ot
memory’ - collaboration is taken as a process of creative translocation, of 'material

thinking’, to borrow Paul Carter's concept (2005; 3-5). For us, however, it is not a

movement from art to writing as articulated in Carter's work, but from research to

research, from looking to looking, from writin.

g to writing. It is a process of translation
that happens in the 5

transposition of material between the researchers. The focus here

is not or.\ movement itself, but on the movement of, whereby the object and its where
are crucial to the procedure,

i The process is vectorial, but not unidirectional. It is not dialectic, where the
F:Dnt.rEIIdICTIOF!S are sought and negotiated. |t is dialogic, though not aimed Iat resolvin
implicit d‘isagrgements. Itis conversational: responsive to the nuance of location. o ei
to changing viewpoints, attentive 1o the process and to the concrete emoumefr ihe

rocedur i
:pese L; e 'demands alertness to the sjte and its objects, a close contemplation of the
ar iti i
c.ers posnpn. The field here does not enter the process, the fieldwork. as
something merely Instrumental, some thi ! '

i ing to be used and dj
tive piace of work, of gathering thought. b sy e el

What is central to our proj
an outsider and an insider within
where from which an outsider is
close scrutiny, an insider in making
conversation, the specifi
mobilized.

ect is the specificity of positions, the location of
the E,THQUIW. and in relation to the field. The critical
looking in, an insider looking out: an outsider in a

broader connections. In the exchange of looking, in

¢ place i T _
p of experience is critical: this is where possibilities are
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Figure 1

The critical where of the field

Figure 2

Now, here, we are reconstituting, briefly, in consideration of this context,

the process of our field/work. We are reflecting on the process through its story,

opening it up to your scrutiny. De-scribing it, testing our method, as it were, in this

Field/\Vork volume.

Ella:

Birkbeck College London, January 2009. G o
| am speaking at the Symposium Sites of Memory. My talk, ‘Remembering in Forgettmg
— part of my project on surface memory — is a reflection on conflicted place memaory In

Warsaw. Here in London, it is preceded by two papers on London and followed by one on

Paris.2 | am acutely aware of how my name and accent further locate m'y papzr5 (;n
Warsaw, away from the frame of reference of this London audience. My topic, a 1950s

commemorative project by the little-known Warsaw sculptor Karol Tchorek, is famu!uaT to
ecially to hear the paper. Chris is a

i itorium, both of whom came esp
ekl Katy is an artist who inherited Tch-

journalist, a specialist in East European political hl?tOr\{; o :
orek's works and documents, which are gathered in his studio in Wargaw. e
The sculptor’s archives contain detailed records of the project that marke:

: i i | occu-
city with stone tablets indicating numerous execution sites from the period of Nazi

pation. With their officially commissioned standard form, they} repIaAced earlier spontane-
Impossible to see in their entlret\f,‘ unknown as a
monument or as the work of a singular artist, indexical a.nd iocato:ed in dlsc-rﬁtfo:i::er: Lif
past trauma, they seem in a dialectical position to Peter Elsenman s:/la;r;::ao{ b
S i TheseI ?wnefl r::;tf): :ST;SZ::;Z; vzids and absences.

‘ inting to local politics © : .
e, 'a;‘\:sgig‘:;(;‘g:( r:y talk elicits the kind of.questions frorr: t:z;:::tle:i 01:1:;
necessitate detailed explanation, translation if you will, of tha.t remodeWith : i(.)umahstic
point, Chris turns to the audience. [ live in Warsaw. he begins, an

i iti i ing makes a palpable
facility, proceeds to disentangle historical complexities. His opening : .
el ronounced with his distinct Oxford accent. A few mo
psh Tchorek's tablets as artwork. Katy enters,

she says in her posh Surrey accent,

ous acts of local remembrance.

impact: / live in Wars

later, someone challenges my referring to

Let me speak to this. He was my father in law,
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The difficulty of translating the sentence from English to Polish reveals to me an inter-
esting potential of the verb to see when mobilized in a different context, in the lan-
guage that demands specificity of spatial and temporal relation to the object. Employing
the verb zobaczyd | am pointing to an acuity and attention as well as to completion: my
seeing having resulted in completing the act of seeing. Having seen that is the realiza-
tion of the action of the gaze: ‘'something that causes us to having seen’, then. Again,
the specificity of language inflects what we see in the event. The place of the event,
the field, demands attention to its Logos.

What if Sebastian's essay were to be located in the context of Warsaw, in
the book on Warsaw's surface memory that | have been working on? What if this
essay-object were confronted with texts focused on a different context, on local partic-
ularities? Its content set within a different discourse, the object of its reflection placed
Figure 3 within Warsaw’s fragmented surfaces, ambiguous ruins, its palimpsests of conflicted

I live in Warsaw ... she follows. The shift becomes apparent: Warsaw's stone tablets
have been transposed, dis-located within the room, moved from the obscurity of
distance to the proximity of attention. And so has my paper. Now, legitimated by a
mere shift of accent ... (the London and Paris papers retreat to the background).

inscriptions?
What kind of questions would this object pose in the city whose trauma is
vaguely indexed by the Berlin memorial? While Eisenman’s immense undulating field of

concrete blocks references abstract memory of events that happened elsewhere, Tch-

orek’s stone tablets, scattered around the city, speak 10 the specificity of memories. They
address the distinct here of trauma, the memory of which also indexes the void there,

infof Architecture’,* Sebastian id is di
8 | ; though the void is differently concre
contemplates Berlin's Stelenfeld memorial, demonstrating through his intense engage-

ment with its form how the ‘suggestive power of objects’ of architecture (or art) can
be revealed in that specific context. In his close attention to materiality, to surfaces
volumes and voids, his position in viewing and the ‘experiential encounter’ that bring;
to the site his alert theoretical reflection, he constructs an intricate critical object. simul-
taneously an account of thinking, a methodology for fieldwaork, a documematio;ﬁ of an
attentiveness to the built form, and a record of what he terms ‘a discursive exchange
with the object of investigation’. He claims, drawing on Georges Didi-Huberman thg;t
in Peter Eisenman's memorial, ‘the remembrance of the unspeakable tha,‘c we
cannot look at is what looks back at us from what we see’,

the evident outside [of the commemorative form|
embodiment in

Ella:
Edinburgh, School of Architecture, March 2009.
In his paper for the conference, Transilient Boundaries

te than that inside the Stelenfeld’s cement blocks.

It is ‘the friction between
the obs - . and the uncanny inside [that] reaches
words of German ph i (Sc_hm'dt:romczak 2010: 112). Sebastian insists with the
en phenemenologist Bernhard Waldenfel Figure 4 . loyed for the
dy What if Sebastian - camera In hand and methodology empioye
at i =

'ck beunruhi Berlin site in mind — were transposed into the field of my work on surfaT memory, a
u il l ifi mo-

i nruhigt, |st‘ nicht etwas, das wir nach Belieben sehen kénnen, particular site of my fieldwork in Warsaw? There, at a specific addressj a comrrlme '
2U sehen gibt’ (Waldenfels 1999: 131). rative tablets are held in drawings, blueprints, lists, photographs, notes in the sculptor's

casts.

personal diary and official correspondence, documents, modeis andl <17 T
The place of this archive. the sculptor's studio located in a disfigured frag
= ment of a building hidden in the centre of the city, is simultaneously a pkacelof W(?Tk fgr
y Bentall ° Through remaking the space, through inhabiting it
bjects, installations and events, Katy explores
and personal stories held in its

Sebastian:
‘Was unseren B
sondern etwas d

["What disturbs our gaze is nothing

that we can i :
US 10 see. 5ee at will, but something that causes

a contemporary artist, Kat

with her works, collections of art and o .
place to the city, its memory

‘What disturbs our gaze

is nothing that we ca [
i N see at will, but something that causes

the relationship of this

S g p rzenia nie Zak OCa to co W dZ y, ale to Co : |
aszego spo Z Sp awi a, e ozZe Y ZObaczyc i
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Sebastian:
Katy Bentall's studio, Smolna Street, Warsaw, April 2009.
| am leaving the field of smooth surfaces and countless repetitions of a single form,
but | am not leaving it behind. | am entering this new space in Warsaw, which also is a
field, yet of a different kind. It is easy to imagine the open space in Berlin as a field, the
wind sweeping through its channels, rain hitting its surfaces. It is impersonal, indirect,
non-specific, and its morphology is ruled by multiplication and multitude. In \Warsaw,
there, too, is & quantity of objects, but morphological references and similarities are
scarce, if they exist at all, The contemporary sofa and period chairs, Christian iconogra-
phy and abstract paintings, socialist realist sculptures and folk woodcarvings alongside
the archive of Tchorek's models and maonuments, among Katy's textual works and intri-
cate installations, books and family memorabilia. How did all of these and many other
objects get here? Nothing seems out of place, however, so while there is no pattern in
the style of an undulating grid of concrete blocks, there must be 3 connection, a reason
why these objects came together. Coming together Suggests movement, and, sim-
ilarly, | am continuing my own mobile enquiry.

Following the gazes of sculpted heads, the reflec
Ing corners of furniture, or the connect
is directed around the space, falling on

| am part of an unfolding choreography, triggering a close and engaged contemplation.
While | am still not sure whether or how | can apply My method from Berlin to this new
environment, the exploration of the space feels strangely similar to that in Berlin, even

though my movement is enacted under entirely differant conditions. There is no specific
form, but a collection of objects without a clear shape. | am

concrete form, but inside a fragile space within a fragment of
an artwork designed in its entirety, delimited by a distinct urb
installation, moving around what seems like a delj
fact, | am part of that arrangement in

In Warsaw, as in Berlin,

tions of mirrors, the point-
ions established between colours, my attention
new things and surfaces as | move among them.

not outside, navigating a
aruin. I am not locking at
an site, but | am within an
berate yet contingent arrangement. In
that | am accommodated in Katy's studio.

there is an objective of gathering material for

research. However, while the visit to Berlin was what shaped

point, the visit to Warsaw, is par
triggered by the work done in Be

the project, its starting

t of an already existing project, my participation in it

rlin.
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Figure 5
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Figure 6

[ mmemao-
void inside the stelae. In this field of concrete, this absence could not be co

ifi i ield | rsaw
rated if it were placed on the personal and specific level on which the field in Wa

i ite i bjects,
is operating. There, references are direct, the entire space or site 1s a bundle of obj

held together by someone's past, memary and history. astad art theo-

While in Berlin the clarity of an artistic form could be squ?CTe to j”d i
retical reflection based on its materiality resembling minimal art, th;s >SI‘DFBC:; :rt histor\:{
an intricate tangle of relationships. They are played.out between p u;a;:;?;ic invéstmem:
morphology and language that are hound together in what, too, Is a

i retical investiga-
but none that lends itself to analysis through its form. Rather, any theo

i ed to make sense
tion has to start from and scrutinize the mode of apprehension employ

i g i e "l e .SI'IV
i ry Comp|e)( aﬂd e ta gled leld; ott dlS ta !e |t, t Ve I
of this ve 1 6] el but to revea t ntel

ment.
of the relationships, which are enacted through move

i ili i ers here, however,
It is not the motion in itself, not filmic mohbility of images that matt

Aoy ‘ king that
but the force of looking that mobilizes thought. & sthire t:e k;nglc?:elc;zrungnv of
(time-based) art calls for is not that of an isolated ocular aclt. isl v

: laims, 'elevates the commonplace to & hlgher ev arp
thlngs‘ i 'V'ola demands his images to be generative of expen? l.
i 1998);111" kind of looking is not realized by the seﬂs? of vision alone
triggerhacutze e\'::e:r:c.}reaIlspres.eru:e. For Viola, the closeness of things is based on sen-
but rather by a

p . p dW k 5
at co stitutes expe ence A d t1s ex erie )Cet at the Tie (o]
y

Bl production and ocular scrutiny, but the

i i ext
all about: not separating the senses into t

e he body.
: ssarily involves t :
: - i ta gathering that nece = : f making and
kind of immersive da .ggular body that Viola specifies for his method of making
It is not a sin

i |nte S
¢ Wi to ]OOk {e] C|OSE at th|ngs ¥ he writes, that thef
l ¢ su ace O VOU | ld’ [V|D|a I Fe i() 998:\
e

I dy, a d his CO.’HDFE.'{QU'
it |00ki g the SU!’paSSES the sel ﬂnd the bo Y, h
iS |nte Sl y Q tr 1

: i ish verb zobaczyc - has
is materialized having $e€n — his articulation of the Polis t i
looking, his materialize i tself permanently onto my
re '

i jon
beyond the experience, exceeds one VIS

demands of his images. :
ity burns through your retina and onto

a capacity to burn into My {your) #
vision. This materialized insistence go

and crosses into another.
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For Michel Serres the sense of vision, the act of looking alsa surpasses the
body, goes beyond the self. It is an act of movement, of dislocation, of changing posi-
tions. Looking is visiting; it involves displacement and gathers into itself, as he writes
‘the compact capacity of the senses’ (Serres 2008: 305). ‘In order to see’, he follows'
‘movements take paths, crossroads, interchanges, so that examination goes into detaii
or’moves on to a global synopsis: changes in dimension, sense and direction’ (305)
This looking both explores and details, it is an action of excursions .
beyond its site, by shifting position’ (306). Serres insists that while '[tihe subject sees
the body visits, goes beyond its place’ (306), goes out from its role an :
and lives in a perpetual [exchange]’ (307).

‘it always goes

d ‘plunges into

; In order to see, movements must take paths in relation
In approaching, getting closer, moving away,
relationship to the field and to the considered
(of the 1), in movement, in transaction, the
the outside are negotiated.

to objects of seeing;
the repositioning of the body informs the
object. In the shifting position of the self
where of the inside of the place and that of
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Figure 7
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Sebastian:

Our collaborative fieldwork takes place in the moments of encounter, in productive col-
lisions; when positions and arguments are necessarily vulnerable to change, when
exchange, translation and co-thinking in conversation happens.

Like the two concrete surfaces in the last figure, our perspectives collide
and create friction that has creative potential. Meeting in a right angle exposes the sur-
faces to outside forces that can be destructive, chipping the corner, but that thereby
create a more varied material landscape. The collaboration forces one to constantly
revisit assumptions, implications and aims of the work, luring one out of the comfort
zone of the two-dimensional plane and into the dangers of three-dimensional thinking.
In certain areas, the two perspectives meet in a perfect edge, making their creative
conflicts barely noticeable. In other places, the tectonics of the meeting take off that
edge, increasing the distance between the two surfaces. However, any increase simul-

taneously reduces the angle of their relationship, steadily working towards the spheri-

cal geometry of a well-rounded argument, not towards & shared two-dimensionality.

The coherence and integrity of the sphere is the ultimate aim of collaboration. It is,
however, an ideal concept more than a real possibility. In the discursive mobility that is
paramount in the fieldwork project, new sites, texts or histories enter the work, trigger-
on that will, chisel in hand, resuit in the revision of the argument, inflec-

ing self-reflecti s
new edges that will have to be smoothed again in further

tion of voice, forming
creative thinking and exchanges.

Notes

on the method as related to the fieldwork, the sites and
t considers questions of historical context and

politics of commemoration. The project is focused on the icgnosphere of(l\vlf\h:r:::, [a)ri;t:
based on research of photographic and media archn.lves in Warsaw Ta;orm&mmau
Archive, the Institute of Art, Muzeum Historyczne miasta Warszla:v,h. :es e
Foundation), Marburg {Herder-Institut) and Maryland (The National Archi

Park).

2 ‘Sites of Memory: Objects, Trac
Art and Screen Medig, Birkbeck
Chmielewska (2008). j o e

i inski is & | ist, the former Financial Times .

R e sident of the Unia Polska Foundation. Katy

i i d pre '
Warsaw, publisher of European Voice ar.1 ; .
Bentall is[:m artist, the founder and president of the TchorekéSgenltJaI!f;:::a;lfogdimwgh'

4 'Transilient Boundaries in/of Architecture’, 30-31 March 2009, Uni

See Schmidt-Tomezak (201 0).
5 Translation S. Sehmidt-Tomczak.
6 See Chmielewska et al. (201 0).

1 In this essay, we are focusing _
our specific exchanges. The larger projec

ry 2009, Department of History of

s Places', 27 Februa
i olish version of the paper see

College. For the P
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