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IT IS DIFFERENT THIS TIME

COLUMN HOST

LU Xiaoxuan
Assistant Professor of Landscape Architecture at the University of Hong Kong

In the design process, landscape designers actively navigate the overlapping
boundaries between time as ordained by nature and time as understood in the
context of human activities. This relation between time and the landscape makes
our conception of time necessarily evolve and broaden along with the scale

and intensity of our collective environmental impacts. One of the innovations

in landscape representation spearheaded by Humphry Repton at the end of the
eighteenth and beginning of the nineteenth centuries described a linear notion
of time. Over the course of his career, Repton produced over 100 of celebrated
“Red Books” in which he employed the device of “before and after”” drawings
using overlays to illustrate how his proposals would transform his prospective
clients’ estates. A century and a half later in 1969, two books captured the diverse
intellectual themes and debates that advanced the discipline of Landscape
Architecture over the twentieth century. Both books understood landscapes

with cyclical and continuous conceptions of time, reinterpreting landscape
design very much as a temporal and spatial discipline. In Design with Nature,
Ian McHarg used scientific knowledge as the starting point of his quest to re-
orientate our environmental interventions away from exploitation and depletion,
toward responsiveness to the landscape’s natural patterns and processes.' In
The RSVP Cycles: Creative Processes in the Human Environment, Lawrence
Halprin explored art as a way to develop design methods that could allow human
creativity to engage with the rhythms, relationships, and spontaneity of natural

systems."’

Repton, McHarg, and Halprin’s musings on the relationship between human’s
understanding of time and design philosophy were responsive to their respective
cultural, social, and political contexts. Recently, new concepts of this relationship
have emerged as we enter the Anthropocene, increasingly recognized as a
geological epoch where humanity has become a dominant planetary geophysical
force so pervasive and profound that human impacts are now propelling us and
our planet into what is truly terra incognita. This global crisis, characterized

by human-driven changes ranging from the makeup of ecosystems to the
geochemistry of the atmosphere and the ocean, requires us to reconsider our
geological, ecological, and physiological relationships with time. Focusing on the
bioremediation of coastal land reclamation in Hainan, China and the remediation
and repurposing of an oil field in Los Angeles, U.S., respectively, the two projects
featured in this issue provoke new conversations about time as understood in
terms of natural processes and time in terms of human intervention, prototyping

for the coexistence of human and non-human.

In Responsive Bioremediation: Regulating the Uncertainty, Assessment, and

Negotiation for Coastal Developments in Hainan, China, Kwok Siu Man
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explores design prototypes that could evaluate and mediate the negative ecological
and social effects of dredging and land reclamation, particularly the degradation

of coral reefs that protect coastal regions from storm surges and erosion. Taking
Ocean Flower Island, a 780-hectare artificial archipelago located at Danzhou on
the north coast of Hainan as an exemplar, Kwok highlights the dilemmas that vex
the project’s environmental impact assessment process and the deficiencies of

the ecological restoration measures in place. With this in mind, she proposes an
“oyster-seagrass-coral filtration bed system” to be implemented before and during
the dredging process. The highlight of her project is a revised project timeline from
2005 to 2025. By overlapping the temporal scales of ecological, legal, scientific, and
economic processes, and foregrounding the risks, uncertainties, and contingencies
of such a project, Kwok challenges the profit-driven narrative that land reclamation

is a quick, cheap and reliable way to establish open land for development.

In Earth Choreographer: Remediating Obsolete Grounds of the Future, Anna
Korneeva and Irmak Turanli share with us the rationale behind the development

of a post-industrial landscape rehabilitation prototype designed to raise public
awareness about resource depletion and anthropogenic climate change, and to

set the stage for the foreseeable transition from fossil fuel to renewable energy
generation. The testing ground for this project is the 400-hectare Inglewood Oil
Field in Los Angeles, the largest contiguous urban oil field in the U.S. Using

the metaphor of dance which organizes movements to create order and pattern,
Korneeva and Turanli use the term “Earth Choreographer” to describe the planning
and implementation of rehabilitative processes whereby the ground is constantly
constructed, reconfigured, and reterritorialized by the strategic organization of
movement of human and non-human agencies. Instead of looking nostalgically to
the past, the re-appropriation of existing structures, materials, and topographies
facilitates critical engagements between past, present, and future. In this context,
the speed and scale of new programs are determined by the ever-changing needs of

the public as well as the evolution of remediation technologies.

Both articles recognize and deploy the power of time in their respective negotiation,
remediation, and rehabilitation processes. In both cases, landscape design in the
Anthropocene is described in terms of time using concepts such as “rhythm,”
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“process,” “sequence,” and ““ evolution,” and is understood to be simultaneously

social, natural, and temporal in nature . LAF
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