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Martin Rein-Cano, Thilo Folkerts

The Violence of the Garden
(Paradise-Remix)
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God was a garden-designer. To play God, to shape
the world according to one s own conceptions, to toil
towards an ideal situation, to create paradise on earth
is an immanently cultural activity and is crystallised
in our profession as garden-designers and landscape
architects. We are constantly striving to develop in
space images of an ideal world, and moreover to
maintain them against the tests of time.

Because, if one wants to achieve peace in the garden,
growth, pests, vermin and unwanted visitors have

to be fought off. In order to generate a certain ideal,
everything that interferes with this image has to be
eliminated. But then ideals change from era to era
and from place to place. The geometric-scientific
conquest within Renaissance and Baroque epochs, for
example, called for sharply drawn representations of
cultural suprematism over nature. At quite often a no
less radical constructive effort the English landscape
garden, meanwhile, features an almost masochist
concept of submission to the sublime beauty of nature.
With all differences of the ideals, one factor, however,

is inevitably present: the materialized ideal has to
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constantly withstand pertinacious contradictions and
tenacious processes of modification. Energy, and even
brute force are necessary to shape an ideal place - no
matter how natural it is intended to be. Again and again
it has to be purged from irritating intrusions.

The garden can mistakenly be taken as a synonym

for peace and peacefulness. This is a gross
misunderstanding: the garden constitutes exclusion,
intolerance, aggression and belligerency. Even

the most approximised paradise at the very least
translucently features signs and remainders of
contradictory forces. These are always perceptible as
cither a feeble or a potent reverberation of the extant
fight. War embodies a form of cultivated violence.
Seen in this light, it constitutes a form of gardening,
but by other means. As gardening is systematic
warfare, should the garden not symbolize war rather
than peace? The presumed peace of the blossoming
garden is bought, the representation of paradise
gained at the cost of sweat and toil. The competition
between differing perceptions of an ideal world leads
to enormous contradictions, giving rise to the need to
issue threats, to manipulate, and to missionize. This
rivalry of ideal versus ideal, and ideals versus reality
appears to be one of the inherent forces of shaping our
world. Our worldly paradise is founded on suppression

and injustice, and constantly has to adapt to challenges

to its well-intended ideal, causing uprisings, conflicts
and wars. Possibly by describing our world as a
garden, we may not be so far from an adequate
metaphor for global co-habitation. Certainly, the ideal
of a garden can be very close to existing conditions
and accordingly its implementation requires little
labour, necessitating only a small war. Traditionally,
however, the garden has always been the - intensively
shaped counter-world to its surrounding. Accordingly
the garden remains in permanent warfare in order to
maintain its own imagery.

In designing a garden we are free to express an ideal
and have the choice as to how to pursue its realization.
The garden, real as it is, always represents a purpose
beyond realitys it is vain and unjustly beautiful. The

garden is a belligerent place.
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PUBLIC SPACE

Topotek 1 Works 1996—-2009

The present publication is an extensive collection of a dynamically growing body of
work. Publishing one's work as a landscape architect poses risks and challenges. To
bring the work into an order that allows the reader to gain an additional understanding
of the built and conceived spaces necessitates the mise-en-scene of often very different
projects. This publication sets the projects of Topotek 1 into a certain order, attributed
to typological categories. This order constitutes one possible typology of open

spaces. The individual projects are conceived for different places, in different cities
and countries; they have different sizes and different characters. In presenting them
together as being the same type, we gain the hypothesis of possible interrelations and
maybe new ideas for further explorations into the nature of our landscape architectures.
To offer a metaphor: within this book we suggest a library of Topotek 1, organised

in respective shelves of different types of spaces. However, there is little strictness

in this order. Thousands of years' debates about the proper garden, in later years its
distinction from a park, or the size or character something has to be called a landscape,
and where it all ends... All these discourses are instructive chapters in the overall book
of our knowledge about open space. But we also like surprise and the joy of finding
something where we had not expected it to be.

In the short story "The Garden of Forking Paths" the Argentinean writer Jorge Luis
Borges unfolds a world where all possible outcomes of an event occur simultaneously,
each one itself leading to further proliferations of possibilities. These constantly
diverging paths do sometimes converge again. In the story, what is called "the garden"
in fact turns out to be a book, which at the same time is a labyrinth. As landscape
architects we are experts at projecting and building paths and will readily know where
each of them will lead to-in the garden, the park, the landscape, the city. In the library
of gur work, however, we claim the liberty of an uncertain, temporary typology of
open spaces.

The language of the projects and designs which are brought together here, is
developed from an oscillation between acceptance of the given and a quest for a

new sensuality in landscape architecture. The history of garden art is a history of
re-creating site identities and demonstrates the potentials which lie in shaping our
environment attentively. At the core our projects address this issue of identity and
offer assistance in redefining it. In the clarity and strength of these identities lies the
potential to reach into the future, and to foster and develop it as it unfolds. Because of
this it is important for us that what we do is distinguishable and communicable. We
search for gardens, landscapes and spaces that show a curiosity for the new, and an
excitement for what can be found and furthered.

Topotek 1 has for the last twelve years been constantly expanding its interest, field

of work, and expertise. It was with great joy that we received the invitation to make
our work public to a widely new audience. A previous exhibition in China and several
journeys there had not only brought us closer to the historical art of the Chinese
Garden, but also to a welcoming and dynamic country, its people and practitioners.
We are happy to thus have the possibility to present our projects as a part of an

international communication about contemporary landscape architecture.

erdor %’L*&/’M, Lorerzs Dealor
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There seems something quite pretentious in talking

(or writing) about Topotek 1 s work because its
predominant condition is visual. While in striking,
almost pornographic photographs of the projects,
saturated colour and hard lines stretch across black
planes and movement seems dynamic, immanent, the
work itself is not obvious. It is exactly and proudly
what it appears to be. Mid-twentieth century art theorist
Clement Greenberg sought a way to talk about art

that was not clouded by information unrelated to the
substance of the work he sought autonomy for the
work, autonomy from the author, from anecdote, from
art-historical contexts. He proposed doing this by
focusing on the physicality of the painting, looking to
paint, to the canvas surface. With Greenberg in mind,
this text will consider Topotek 1's work as an extended
investigation into surface in many different senses, from
the literal (surface) to the metaphorical. In doing so it
will also present Topotek 1 as a practice grounded in an
alternative way of reading the history of the discipline.
For Topotek 1 canvas and painting are one. Their
surface s structure goes beyond that of graphic pattern,
for which the physical canvas itself is a pre-condition.
Surface is a linguistic and technical feat. There is an
organizational and activating potential to how Topotek 1
work with surface that is also very economical.

One strategy to explore the qualities of surface could be
called organizational surface . In Topotek 1's project for
the DKV insurance at Stresemannstrasse the patterning
of the surface creates a diagram that is functional

but ambiguously so. A diagram shows relationships
between things. For this courtyard the key relationships
are the two cross circulation routes and the surface they
sit on. One circulation route is from the front entry,
through the building to the courtyard and then across
the courtyard to the older building opposite. The pattern
for this route is a recognizable zebra crossing. This axis
for pedestrians is crossed at right angles by another one
for vehicles. The vehicle axis is the orientation for a
grid that is consistently spaced but not all aligned in one

direction. While the diagrammatic pattern seems at first

clearly organizational, the grid has been appropriated
by the site users to occasionally provide for additional
car parking arrangement. The pattern is not literally
functional, but is interpreted functionally, and this
allows it to be both an ornamental pattern as well as a
functional diagram. This design, which is both literal
and ambiguous, is what makes Topotek 1's approach to
surface unique, and this project one that reaches much
beyond traffic engineering solutions.

A different approach to graphic activation of surface is
exemplified in Topotek 1's project for a playground for
Niebuhrstrasse in Berlin-Charlottenburg. This project
also uses painted geometry to demarcate the surface
but in a less diagrammatic, more speculative manner.
In the playground line-marking establishes a matrix for
activity. The lines mark a space for rules and scores,
for terms of engagement. This project explores the
relationship between rule driven activity and the space
that defines it. By radically changing the geometry other
types of movement are opened up. The line pattern is
distorted into a vortex. This vortex encourages users to
improvise around the geometry and create their own
sports hybrids. This approach extends the analytical
language of surface patterns to one of proposition,
engaging people s desire to appropriate space.
Important here is the notion that patterns organize time.
A seemingly two-dimensional form becomes catalytic
four dimensionally.

While other surface treatments of Topotek 1 are
organizational or catalytic, the courtyard project for

a commercial building at Unter den Linden 32-34

in Berlin fills the surface like an organism. The
courtyard s even asphalt surface is adorned with a
painted large-scale floral pattern. The broderie pattern
is a recognizable Baroque element that is generally
thought of as an infill pattern, an intricate but generic
motif that gives detail but fundamentally does nothing.
Such a view of the broderie ignores the effect of the
transformation of scale in the pattern. Like the acanthus
leaf motif in the capital of the Corinthian column,

the broderie pattern is a scale negotiation device. It

contains a hierarchy of nested geometry like the fractal
pattern of the Mandelbrot set. At the large scale, in this
case the overall courtyard, there is one inverse curved
line. Moving down in scale, to the scale of the person,
smaller spiralling curves branch off from the large
curve. At the final scale, a subdivision of a person, there
are further curves again, perhaps the size of body parts.
This seemingly superficial pattern creates effects, a
device that spans the range of scales that are involved
in landscape architecture and ensures continuity from a
territorial to an intimate scale.

To scrutinise the surface of a work in the way

that Greenberg suggests, changes the way that we
understand the operation of objects, particularly in the
urban landscape. Elisabeth K. Meyer's notion of the
Minimal Garden , which characterizes a relationship
between landscape elements and the surface on which
they reside, is pertinent to Topotek 1's work: The
minimal garden, also called the garden without walls,
relies on patterning the ground plane to create a visible
landscape. The surface what is usually undefined is
transformed into a horizontal object that defines an
implied space above it like a Persian rug on the floor.
By extension, the category Minimal Garden of Meyers
recalls Japanese gardens like Roan-Ji. Considering
Roan-Ji as a Minimal Garden, the space is a miniature
of a larger garden or landscape, where objects are
placed on a surface. These objects, rocks, have a
particular sparse scale proportionally to the overall
extent of the surface. This makes the objects seem

to float on the surface. The sparse use of the objects
moves ones focus to their detail qualities and their
placement in relation to each other, the qualities of the
objects becoming sculptural. This type of relationship,
between objects as foci and the space as a surface

that they sit on, is one that characterises many urban
design situations, where objects like seats and lights
become industrial designed sculptures, which are then
arranged compositionally on the surface. The project
for the KPM-Square in Berlin-Tiergarten is exemplary

for this approach. The pavement is carefully detailed



with a single material, differentiated only in its pattern
and paving bond. Objects are carefully arranged on
this surface, their preciousness as objects confirmed

by their material, brass. The elements themselves are
amenity objects, but their fastidious detailing reveals
the designer s fetish, as exemplified in the detailing of
the timber seats. These seats are low slung, long, fat.
The top edge is rolled, and a strap of bronze crosses
through the timber stack to become an armrest at one
end. The detailing of the object is consciously over the
top and makes the seat more like a piece of jewellery
than an urban element. In what might appear to be a
tautology the practice work is simultaneously minimal
in the limited number of operations undertaken in the
project but also Baroque, in the opulence of the material
detailing of those few things.

Topotek 1's radical engagement with the minimal

is even more heavy-handed and gutsy in their
installation at the Padula monastery in Italy. The
original garden bed layout of the monastic cloister

was a classic medieval quadrilateral box arrangement
with inverse chamfered corners. This type of layout
was the geometric root of garden-design. Over time
the monastic courtyard had become filled with trees
and other greenery. Topotek 1 initially removed all
vegetation to reveal the simple layout, which was then
in-filled with grass. This historically precise act restored
the original stance of the walled cloister, which held out
the world, a world where there was more arcane forest
and scary wilderness than there was civilization. The
purity of the geometry of the cloister was a conscious
counterpoint to the chaotic differentiation of what lay
outside the walls. The restoration of this form, in all its
almost boring simplicity, exemplifies a radical search
for form, yet deeply rooted in a surface of historical
layers on the site.

How designers situate themselves in the continuous
lineage of history is telling in general, because it
reveals their proclivities and ambitions. By making
reference to garden history they reveal their aspirations

for themselves in that history. Landscape architecture
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has many role models, many simplified from precise
design knowledge to general ideology, finally simplified
in the 20th century to paternal care for the public or
the world . While the outstanding French Baroque
landscape architect Andre Le Notre is not a surprising
reference for a landscape architecture practice like
Topotek 1 his projects being some of the biggest
landscape projects ever created the reasons the practice
likes them is antithetical to a paternalistic, ideological
view of landscape architecture. Topotek 1 admire Le
Notre because he was exclusive rather than inclusive.
They appreciate his role in the court of Louis XIV as
a talented courtesan, a player in a game of fashion and
manners. This stance is significant because it relocates
landscape architecture from its recent expansionist
ambitions, back to its garden roots. In doing so, a
spurious functional basis for landscape architecture is
rejected in favour of a language of sensation, touch,
sight, even fashion and art. This explicitly changes
how the project, as a formal subject, is viewed. In an
ideologically driven landscape projcc\r“; the form of the
project is subordinate to its ideological function, for
example, environmental projects looking green . This
view of form defers from the qualities of the work as
an artefact. For Topotek 1 the formal, spatial qualities
of the project are its main focus, and those qualities
are frequently considered to refer also to a palette of
historical qualities of the garden, sensibilities.

The Baroque Garden operates differently to the
English Garden, where the latter is designed around
the journey while the former is about conflicting
visual and experiential conditions. In a number of
Topotek 1's projects the model of the Baroque garden
is used to organize space and detail. While in the
Garden Show at Eberswalde a broad graphic emblem
structures the landscape in the best Baroque tradition
at a cartographically large scale, in the Garden Show
in Wolfsburg the differently themed areas are stations
of a journey with each station being immersive in

the existing historical park rather than dominantly

visual. Most interesting of these is the pink play

equipment that is made from a rubberized material like
flesh pink. These inflatable elements do not strictly
look like play equipment but seem like they must

be because they are inflatable. Together they form a
strange sculpture garden on a grass surface, the colour
language extending to pink seats and fencing. Adjacent
horses, now fenced in with pink, give the area a surreal
character with a decidedly sexual edge, making it
more uncomfortable again. In the imaginary mental
landscape of the French court, the joke is welcome

but dangerous - humour must be precise, since there

is nothing worse than a joke in bad taste. Being right
at the edge of taste, however, courageous: there is
nothing inherently sexual about the objects so it must
be in ones imagination; the colour, the shapes of the
objects themselves, finally the purity of horses. This
coordination of reference is a sophisticated approach,
with a multi-sensory, multi-material palette. Avowedly
a fan of the post-modern, which is a dangerous position
in these most Modern of days, Topotek 1 frequently
transgress ideologies. Going beyond the simple graphic
reference and clumsy abstraction of post-modernism,
Topotek 1 involve experience and space in creating
meaningful landscape architectures.

Looking across the work of Topotek 1, in conclusion,
what we find is work that is conceptually strong and
formal, but not in a conventional way. Whereas the
search for novelty in architecture has been looking

for greater and greater complexity or ambiguity, to
transgress the known compositions of the discipline, the
work of Topotek 1 rather attempts to redirect landscape
architecture back to itself. Freely using techniques and
approaches from other disciplines, Topotek 1 reengages
the material that has been relegated to the past in the
history books. As the long loop of fashion inevitably re-
evaluates different pasts, Topotek 1 will be recognized
as progenitors in the renewal of faith in landscape
architecture, extending from different pasts with

confidence for the future.
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The garden is private. It belongs to someone.
Being one of the oldest genres of cultural space,
the garden is at the same time prototypical

and fleeting. As a typological category

gardens are difficult to grasp. Neither size

nor style, not a list of essential ingredients

nor a clear functional attribution will enable

us to distinguish gardens from other types of
open space. The garden has no absolute scale;
it can be large or a miniature. The garden is
driven by its idea. Within the ever-present
discourse on nature versus artifice, the garden
is strongly dialectic and requires rewarding
inclusion and painful exclusion. In applying
care and attention to a place in contrast to its
surroundings, the garden depends strongly on
the context of the site. This could be called a
process of cultivation. The garden also depends
on the context in which we conceive, review and
value it, which could be subsumed as garden
culture. The general notion of the garden as an
ideal place sends us onto a quest and makes it a
rich theme for experimentation and innovation.
The garden is sensual and delicate. File under

poems.



