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denied in Mies van der Rohe's original design. Angus imbues his objects with a
kind of molecular fossil-like aesthetic; via the artist's intervention and reinvention
these buildings enter a kind of architectural paleontology.

The machine age of architecture, when Mies van der Rohe's commercial and
accommodation towers emerged, proposed functionality within form. Buildings
were perceived as part of a system of streamlined efficiency enabling capitalist
strength and effective living. As philosopher Michel Foucault would suggest.
architecture in this sense is part of a design discipline that structures behaviour.
Angus interrogates the assumption that only machines have a kind of integral
efficiency, applying a zoological counter-position in his work to remind us that
design in nature has much to recommend.

Because of cubic architecture's allegiance to geometric abstraction and
minimalism - styles that have come to represent the zenith of our twentieth­
century encounter with the classical - it is easy to forget that dynamic forms
have continued to emerge during this time. Angus's projects have much in
common with the energetic architecture of Erich Mendelsohn, Frank L10yd
Wright, Eero Saarinen, J0rn Utzon, Frank O. Gehry and Bernard Tschumi, who
pursue an alliance with natural forms and the unnatural plasticity offered by
digital technology and computer-aided design.

Angus profiles the unique in architecture, rather than the modernist generic.
He is interested in the specific and individual, rather than the potential infinity of
the modernist cubic interconnecting system premised in modernist architecture
and minimalism. Angus's model buildings suggest the exuberant and dynamic
structures found in naturally occurring biological forms, and simultaneously
make reference to the futuristic architecture of such late-twentieth and early
twenty-first century buildings as Gehry's Disney Concert Hall in Los Angeles and
the Guggenheim Museum in Bilbao, Spain.

This also explains the appearance of animal forms in Angus's work. Manta
ray, 2002, for example - which is both ancient and futuristic - echoes the potent
shape of Eero Saarinen's design for the TWA Terminal in New York which,
although made of concrete, appears light and sleek with a flexible, skeletal
structure that enables adaptability.

If Morton's emotionality is trapped within the architecture of the cube, then
Angus could be said to pursue architectural designs that are inherently emotional.
Buildings like Gehry's dispense with the concept of standardisation and idealism to
reassert the recognition of the unique sublime, provoking an emotional response
in the viewer in advance of a comprehension of functionality.

Part 4
For all this talk about architecture, we are really discussing sculpture and the
expressed or repressed body inherent in the sculptural quest. Both Morton and
Angus have encapsulated the struggle and psychosis that has underpinned
sculptural evolution during the twentieth century until now.

Morton makes explicit his connection to issues of psychoanalysis, which
informs so much of twentieth-century visual culture, by using architecture as the
site of hidden agendas: his unheim/ich body is ever-restless within the intended
serenity and rational classicism of geometric modernism. Morton's clever
scenarios of domestic bickering are indicative of the troublesome and active
(often female) person within the mostly man-made Albertian container.

Morton takes us back to the primary minimal box - the sarcophagus in which

the body is entombed - and makes clear the connections between this ancient
container and the classically formed, phenomenologically driven gestalt forms of
Judd, Morris, LeWitt and others. His works are about control; about disavowing
and repressing the sexual body; and about domination and violence within.

Morton's more recent digital architectural fantasias excursion into the virtual
space of new technology - a space in which bodies become thin and vaporised,
invisible and evacuated, disembodied and without a cogent solid form in which
to dwell. In his abandoned gas stations the narcissus pool no longer captures
the body's reflection and the phantasms have escaped through the violent holes
punched through glass, leaving a ghost-town without inhabitants.

By contrast, the sculptural body explored by Angus is exuberant and
excessive. It is the minimal form re-embodied and made anthropomorphic once
more. This is the Hellenistic corporeal, as compared with classic rationality.
Buildings made creature-like and creatures made building-like, expressing power
and independence, sinew and muscle.

There is a kind of excessive libido in Angus's work. Too much body at times,
which will not be controlled or sensibly contained within architecture. His most
recent works, such as his enormous inverted hot-air balloon, Shangri-La, 2002,
proposes a bombastic body pushing against limits and confounding logic.
Similarly, Truck corridor, 2004, for which a massive Mack truck was squeezed
into a gallery space at the Art Gallery of New South Wales in Sydney, implies a
huge cargo within the unaccommodating limitations of a small space; a hefty,
rammed body imposing itself on a smaller orifice.

It was the philosopher Edmund Burke who offered the concept of the sublime
as a way to categorise the untameable and uncontainable - the thing so awesome
as to be overwhelming in its natural setting and daunting to humanity. This
sublime immensity was almost too much to be presentable, thought Kant. Derrida
suggested that the colossal is an 'unframeable' concept, resistant to the sense of
unity. In relation to such immensity we begin to be lost and swallowed up.

Morton's modernist, twentieth-century bodies have become progressively
puny and infantile - exemplified by small voices and high-pitched sounds,
murderous shots that ring out in the night and eerie disembodied lights that
flicker and fade: bodies that eventually disappear altogether in an airless, hyper­
digital fantasy future. Angus's bodies, on the other hand, have grown
incrementally larger to become monumental, awesome and somehow sublime
in a world entering anew into the terrain of the organic and mutable. And yet
they are all filled with air, volatile and crushable. They are post-terror bodies,
seemingly robust and powerful, yet vulnerable and dysfunctional. Pick a box.
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