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If nanotechnologies are so small as to be
invisible, genetic mapping and manipula-
tion moves one step closer to the realm
of pure code, that disembodied state of
information that so infatuates our culture
at the present moment. Genotech is here
seen as the cryptographic key to death-
the way to translate DNA and thereby to
find a secret switch to terminate termina-
tion. We’ve yet to advance far enough in-
to genetically-based gerontology to find
ourselves confronting the inevitable issues
of eugenics, but we will. Neither nanotech
nor genotech has yet been shown to affect
super-longevity, so they are both at that
moment of ideal perfection for the zealot,
forever exulting “when the technology is
perfected...” The sole strategy that has
produced any results at all in the laborato-
ry tests is extremely reduced caloric in-
take. Starvation-level diets seem to ex-
tend life spans of certain rodents, but I’'m
not sure if a culture in which the phrase
“Super-size it!” is more commonly heard
than grace before meals is ready to go
that far. Better to wait for the nanotechnol-
ogy to repair your DNA, while you’re
ordering fries with that shake.

—
9
=
9

VISUAL INTELLECTUALS




VISUAL INTELLECTUALS VISUAL INTELLECTUALS

LET’S
FACE

EVEN WHEN INTELLECTUALS AREN’T TALKING ABOUT
WORDS, THEY EXPRESS THEMSELVES THROUGH, BY
AND WITH THEM TO SUCH AN EXTENT THAT WHAT
THEY GENERATE CAN NEVER TRULY BE SEEN AS A
DISCUSSION ABOUT ANYTHING OTHER THAN THEM.
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World Wide Web is the obvious place to go looking
such multi-mediated ways of thinking. This is, after
a medium in which the object, that of which it is
posed (the source code), and any commentary on

culture that over the course of the object all exist contemporaneously and conceptu-
. in the same place/non-place of the network.
past hundred years has essentially

HE ABILITY TO
CALE WINDOWS
about the triumph of the mute l IN W|NDows,

image over the expressive word. GR.TE INSTANTANEOUS LINKAGES,

to look into the light box. Although
the utopian promise that will allow

of the dominant broad- and even

norrowcasters), there is a growing |_ |: '".“s HAS LED To
E PARTICULAR FLAVOR (
SUALIZED, HYPER-CODED

praise are being generated outside
of purely text-based discourse. E 'GUMMENTARY.
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OR TO USE THE
STRUCTURES OF
THE DIGITAL
MEDIA TO
ACTIVELY INTER-
VENE INTO
LONGSTANDING
DEBATES,

- BUT THINGS

IMPROVED AS THE
NET.ARTS EVOLVED,

AND IT BECAME 0BVIOUS
THAT THE ART AND THE
DISCOURSE ABOUT THAT
ART WERE CONTEXTUALLY
AND CONSTITUTIVELY
INDISTINGUISHABLE.

as with pseudo-
gaming model of
Lev Manovich and

Norman Klein’s
Freud-Lissitzky
Navigator.
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often, though,
Web breeds a
no-solipsism,
nwarranted
fidence that
puter networks
generating
ething entirely
out precedent.

This is nonsense, of course,

as avant-garde film
video offer a long histon
audio-visual essays a ‘
meta-critical productior
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erhaps better understood by thinking netizens
the debt to graphic design. Although some
dent youngsters (and not-so-youngsters, un-
rtunately) protest that something as commer-
ally “tainted” as the professional practice of
esign has nothing to say to artists like themsel-
3s, the impact of contemporary graphics is in-
sputable. While modernist masters like Paul
and promoted the ideal of the designer as refin-
g reagent, the substrate through which some-
e else’s message could be filtered, contempo-
ry designers no longer feel obliged to make a
ow of such modesty. Rand’s model was al-
ady being dismantled when desktop publishing
ploded, radically dropping the price of sophis-
ated visualization tools (programs like Photo-
op, Fontographer and Pagemaker) and foster-
g an efflorescence of style for style’s sake.
ore self-conscious designers also woke up to
e complex challenges to “clarity” accumulating
der the rubric of postmodern theory, and be-
an to conceptualize how digital technologies
ould allow them to develop their own signature
les. The best architectural publications have
ng been examples of visual intellectuality, and the
344-page collaboration between architect Rem
polhaas and designer Bruce Mau that is S,M,L, XL
as rightly lauded. In S,M,L XL, the point is neither
illustrate words not to caption pictures, but rather
create a synergistic matrix of images and texts.

D one has ever accused the painter Peter Halley
an inability to read the zeitgeist, so it’s instructive
see how he has reacted to the emergence of
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One of the things that
distinguishes this volume
from other catalogues is
that the reproductions of
the paintings, the installation
shots, and the incidental
photography of the artist
and his milieu are all sub-
tended by a delirious grid
of parenthetical and
relational databases.

99



VISUAL IN "'l!!!lt* LECTUALS

A "|||~’
! J'i i' [l (' Iy u"'ul

FTHE

il
OF COURSE

‘ [N

(e = W W)

|'. | - - .
H:::..!!. |.||.....::!.||..:::‘..:::|I H

RELATIONSHIP

THE FORM.

ontinuing this is a motif which the editorial and
lesign team referred to informally as the “informa-
ion bar”: a row of ten, postage-stamp-sized boxes,
lelineated by pink, perforated lines, running along
he bottom of each page. These “stamps” are filled
only occasionally, sometimes in blocks of two or
hree, and can be images, diagrams, captions, or
juotes. This allows not for a single parallel, but a
ultiplicity of argumentations and contextualiza-
ions of the work under discussion.
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This strategy is taken to its utmost when
the rows of stamps become pages of them
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seak of whlch HaIIe Was so enamored

he ‘80s) as you are likely to see anywhere.
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