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OMateriality thus cannot be specified in advance; ratheccupies
a boderlandNor bettey performs as connective tissueNjoining the
physical and mental, the artifact and the uSefHayles, OPrint is
FlatO 72)

his special issue oflmaginations: Journal of @ss-Cultural

Image Studieakes materiality as the critical touchstone for

a nav comparatie literary and malia studies. W ask: Hov
can an gamination of the males of inscription acoss melia, plat-
forms, and interfaces draw gater attention to what is often ignad
in critical conwersations abut texts, objets, and lodies; hav can
such an inestigation attend to the vitality of their materiality? Stud-
ies of materiality may ecur of/in: images, tets, subjets, and ob-
jects; philosophical apmaches to materiality and integlationality;
cultural considerations of useretationships to mdia materiality;
mediums of scholarship including critical applications in opn-
source publishing; critical making andaseach-creation; and &peri-
ences, interactions, ancepresentations of digital spaces. Hgmwe
take materiality to include actants, actors, inscriptions, assemblages,
interfaces, objets, odies, things and the things & think with, as
well as their agencies and pvocations. The pagrs reconsider the
entanglements btween inscription and epresentation and btween
inscription and world through theoretical frameavorks that shav that
Omatter mattei®, using apaches that include ate studies, critical



making, digital humanities, eocriticism, feminism, Maxism, malia
archaelogy, nev materialism, and phenomenology

It has kecome a commonplace to ackwiedge the impact of the
COVID-A° pandemic in ecent critical introductions and this sgcial
issue oflmaginationds no different. Vibrant Materialities &ross Me-
dia, Literatug, and Thery / MatZrialitZs vibrantes "~ trars les miias,
la littZrature et la thdrie emerges fom and illuminates a time dur-
ing which the matters of bbdies plagud by fatigue and crisis \&re
always on our minds. Contributors to theolume and ger reviewers
navigated recurring illness and ongoing espnsibilities of caegiv-
ing for parents, childen, neighlours, students, and colleagues. The
volume also emergesdm and illuminates the delibrate cultivation
of an international community of scholars by the M& and Materi-
alities Working Group of the Canadian Comparaéditerature Asso-
ciation. In this sensgour work has materializd Donna Haraway and
Mar’a Puig de la BellacasaOs understanding ttrating knovledge
is a relational practice with imprtant consguences in the shaping
of possible worldsO (Puig de la Bellacasa A). The articles lag
thus the materialization of laburs of love (Kittay)Npractices of cae
and caring ve descriled as Ole gnser-ensemb(®/Othinking togeth-
erO which include corersation, &perimentation, and sgculation,
supported by emiodied practices of organizing, soliciting, listening,
reading, writing, ecording, as vell as waiting and anticipating.

This groupOs mission, first articuladén Januay of AAAA, was toe
pand the contours of Comparaté/Literature in Canada to eplicitly
embrace the wrk of ourseles and colleague comparatistovking

in literary-adjacent disciplines such as cultural studies, Digital Hu-
manities, fashion studies, film studies, game studiesgim@nd com-
munication studies, visual culter studies, and so on, and to solicit,
mentor, and pomote moe innovative interdisciplinary and intercul-
tural scholarship* Driven by a commitment to use digital tis eth-
ically, to build the scholarly infrastructues that supprt intellectual
conwersations aarss national and linguistic arders, the goupOs call
read:
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The working group ran workshops on hav to use digital tals, draw-
ing attention to matters of knwledge stevardship ownership, reg-

ulation, protocol, and authority on platforms. W& also held ound-

tables ower Zoom, gathering early caser and senior scholars ém

Canada, the Unitg States, and Brazil, who psentel papers on
open-access publishing anddi#ing, on visual materialities, digital
materialities, and s@en/ed materialities, some of which ere re-

vised to appear in this issue Interdisciplinary conversationsNcon-
versations attund to the overlaps and distinctions &tween ap-
proaches to the matters under considerationfdped again and
again their value

In this issue we focus on the vibrancies of inscriptevprocesses. Our
prompt comes fom Maicello Vitali-Rosati, who writes,
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The title of the issue OVibrant Materialitie®, is a digct nod to po-
litical theorist Jane BennettOs concepts of Ovibrant matterO and Ovital
materialityONconcepts which haweverberated in disciplines rang-
ing from literary and malia studies to achitecture to envionmental
sciences to obj&-oriented ontology Bennet &plains that under-
stood as Oactants@ofrowing from Bruno Latou}, all entities hae
@fficacy can do things, fiave] sufficient coheence to make a differ-
ence product effects, alter the course ofventsO\(ibrantviii). We ac-
knowledge that tets are located in and originate fom a vibrant and
vibrating network of actants; spcifically, in this issue we adopt a
perspective of material elationality that helps to foeground actants
in networks with oscillating vantage pints. We Othink abut sticky

IVPNCIINVNRIOINRY |SSUE 14-2, 2023 4 8



webs of connetionsO (Bennett, OThe é@wof ThingsO A%:¥%) and em-
brace the instability of the signifierlickering away; as subg en-
counters objet, text is understad as objet, subjet is also tet, ob-
ject is shapd by madium, and melium can ke subjet. We celebrate
and the tensions and harmonies thasonate btween and theein.

Facusing onmaterial relationalityin this special issue opns up other
dimensions as wll. Jane BennetOsis on lodies and things, in-
formed by phenomenology and pickkup and epandel on by fem-
inist new materialists, offers a ptent reminder that the materialities
of the subjet are the materialities of the wrld. The Oglitical poten-
tialO embdded in thinking about the relationships letween human
actors and non-human actorse3ides in its ability to induce a gater
sense of intetonnectedness letween humanity and nonhumanityO
(Bennett, OThe Foe of ThingsO AA). Mog from the inscriptions of
texts to their broader contets, we track the Ody-in-fluxONthe de-
materialization of tettual emtodiment and ematerialization in hu-
man and moe-than-human embdiment. Finally we explore what
critical work can emerge fom testing the affodances of digital tols,
including by inquiring into the oundaries of digital mdia represen-
tation.

We identify material elationality in the contributions of this spcial
issue in four setions: Material ManifestpActants of Reading and
Writing, Emlodiment in Nev Materialisms and Hickering Signifiers,
Hickering Mélia.

Lz

e begin this issue with a manifesto as a thought pesin
W both theory and practice that ppompts us to ask: What is

the materiality of the text? Fom wher? With whom?
This manifesto CPensZet colletif dans la matZrialitZ de noscit-
uresE by Macello Vitali-Rosati, Antoine Fauchjand Margot Mellet
was circulated in the Canadian Comparaté/Literature Assaiation/
Assaiation Canadienne de LittZratarComparg (CCLA/ACLC). It
sewved as a guiding backgund and catalyzing theretical frame-
work for the Media and Materialities working group led by Vitali-



INTRODUCTION

Rosati and $chofen, pompting the gioup to explore the material
factors that ae not often considesd in the inscription practices of
various disciplines, collarations, and writing platforms.

Vitali-Rosati, Fauchiznd MelletOs manifesto identifies a long-stand-
ing tradition of discounting the inscriptie processn favour of fo-
cusing on the final inscriled product The pioblem with this practice
they note, is that it flattens and obfuscates axt)s material contes
and conditions of poduction, distribution, and eception, whether in
word, image sound, erformance and so forth. Thesfore, through a
material lens, these authors shift our criticaldas fom the nounin-
scription(the inscriked thing) toward the verb inscription(the act of
inscribing).

The manifesto opns with a discussion of the philosophical origins
of inscription, which abstract the act of inscribingdm the final con-
sumal inscribed content. The authors then go on to desceil collab-
orative writing workshop organizd at the annual confeence of the
CCLA/ACLC. The article details the tlmetical backgound of the
workshop in particular the issue of theelationships letween think-
ing and the matter of writing, letween literature and melia, and the
preparation and tehnical set-up of the wrkshop They note that the
workshop was an opertunity to consider the colletive materiality
of our writing and hav to represent a collabrative experience

Mz

that also make eading and writing subjets inwlved as ac-

Esays in this setion deal with material understandings ofxé
ants of the teat.

Margot Mellet, in C La pursuite du fait littZraie. Pastique et teh-
nique du texte E / Chasing the Literatur Fnenomenon: A Ristic and
Technical Perspctive of the TextO &plores the phenomenon of liter-
ature as a cultural eality, appoaching the tet as a material agency
of readablevisible and technical dynamics. By studying thedéo-
rial content of seeral pre-digital creations (Balzac@®aysiologie du
mariage MallarmD4Jn Coup de des jamais nOkida le hasad, and

IVPNCIVNRIOI Y [SSUE 14-2, 2023 4 10



CarsonON ), the article aims to deentralize a classical analysis of
literature where text is a condense form of abstract signs, to en-
courage another apmach: one that finds the value of literatarin
the agency of matters of writing. This pursuit canebdescriled by
the notion of Oplasticit® considering the phenomenon of literagur
as what emerges @m vibrating interactions with matter

Lee Camplell, in OReading Like A ReplicaBtade Runner +0d@ale
Fire, and the Achival Emimdiment of Literatue / Lire comme un rZ-
plicant : Blade Runner +ugBale Fie et IQincarnation ahivistique
de la littZratueQ inquies into the agency of human and non-human
readers and writers, and the fantasy of literatuas a symol of dis-
placed humanity. Camplell offers a eading of the dystopian sci-fi
film Blade Runner +ud@cusing on its una&pected and intricate ap-
propriation of Vladimir NatokovOs neel Pale Fie. A hardcover copy
of the book appears briefy in the film, the text is quoted and al-
luded to several times, and its central image oéflected light recurs
in varying forms as a visual nditation upon the precarious mater-
ial affinities of literature and embdied life, which are both subject
to contending achival logics. Ultimatelythis interpretation suggests
that practices of eading and writing Olike aeplicantO may see to
liberate life flom techno-capitalist achival contiol.

NZ

across melia, platforms, and interfaces, this c#on locates vi-

brancy in things and in elations. Considering endgliment in
performance art, dancend cinema, the authors heicenter elation-
al processesOlth human and non-humanONand theiolfiical po-
tentials.

I f the previous se&tions draw attention to mdes of inscription

Paul CouilladOs pay OThings, ssemblages, Wlds: Laating Vi-
brancy Bgond a Subjet-Object Relationship A Tale of Dispsition)

/ Choses, assemblages, mondes : le vitalitZ situer au-del” d@une r
lation sujet-objet Un conte de Dispsition)O bgins with the deply
held assumption in contengrary human culture that consciousness

is somehav distinct from matter often expressel in Heideggerian



terms as the diffegnce etween a OwhO that has a @WdO by virtue
of its consciousness, and a OwhatO that can do ne than ppu-
late such a werld. Couillard mobilizes BennettOs idea of vibrant mat-
ter to challenge this assumption, arguing that vibrancy is not an in-
herent quality of either matter or consciousness, but rather an in-
dex of the relationality and connetability of worlds that both bodies
and things manifest. His te begins with a series of theretical argu-
ments gounde in philosophy then moves on to a moe descriptie
analysis of Alina Bar-OnOsapformanceDispositionto consider hav
animatenessNcharacterideas Oacts of conscriptionONceveal and
expand the elationality of distinct worlds.

Couillard stresses that Oart actions caorient our relational fields
toward new possibilities of connetabilityO Angela Jiss€®s OEmdb-
ied Relational Pocess in PMegan Andews(he disorientation -
ject / Processus elationnel emlodiZ dansle pojet de dZsorientation
de P Megan AndewsO similarly xamines the vibrancy of matter
in relational terms. Josse appvaches her xperience with Canadi-
an dance artist PMegan Andews® pandemicepformancethe dis-
orientation poject (AAAA) as an eoutied relational pocess imbue
with care, where cae is understod as perceiving-with, altering and
being alteed without appropriating the other lmdies with whom
one is situate. According to Jmsse the question Andews asks,
OWhee am | navQ Ioth unmoors and eanchors gperiences includ-
ing somatic empathyspatial levels, gestural séimentation, ogning
to otherness, and éing held in elation. Using Sam MallinOsodp
hermeneuticsO to track theedformanc®s cultivation of grception,
Jwsse argues thahe disorientation mjectOs meedures work to re-
sist Western tendencies to apppriate all things and kings into a
singular perspective while simultan@usly working to open a space
where we bend to and alter each other without attempting to incor-
porate the other into our wn.

Monique Tschofen, in OBeming Matter/Beoming Mother: Wilding
in Ali AbbasiO8oder (GrSn3 / Devenir Matiere/Devenir Msre en
Boder(GrSn$ d@li AbbasiO draws fsm feminist e&ological nev ma-
terialist framewvorks to reexamine the elational piocesses in a film
that explicitly interr ogates the brders ketween self and other and

IMAGINATIONS



nature and cultue. She legins with AbbasiOsam declaration that
the film, despite leing set at a brder, was not alut migrants but
rather alout trolls, that is, the moe-than-human. Her analysis cen-
ters on the filmOs construction of the matter of non-human others,
and zepes in on what she calls Owilding® Na radical, jubilant, vibrant
practice of worlding that restoles the materialities of bdies-in-rela-
tion. AbbasiOs wilding, she arguesegeres males of epistemologi-
cal openness neessay for the unlearning of anthopocentric episte-
mologies.

oz W

media materials, platforms, wls, and methds, and des so

in two ways: first, thiough a critical @amination of cinemat-
ic approaches that & impactel by digital melia, and net, through
representations of the mcesses of digital mduction in two works
of reseach-creation.

Joshua Synenkds article OOWhddoes This Wrld End?0 Space
Time and Image in Harun FackiOs Parallel MO / Q- sQarrste ce
monde?E Espacgetemps et image dans ParallelV-dOHarun Fac-
kiO is a deicated exploration of Harun FaockiOs last installation film,
Parallel I-V, which opens with a colletion of video game landscass
grouped together by elements of earth, & water, and aif engag-
ing a non-wvococentric film essay style toeflect upon material trans-
formations that acur through digital images. Though the affor-
dances, limitations, and challengesanight on by using digital im-
ages, Faicki develops a unique curatorial appach to epress loth
the power and the limits of digital image construction and theesr
ative process, and emphasizes sharp historicatgpectives. By chal-
lenging the dyad of ealism and simulation and their assiated nar-
rative conentions, whether though film, video games, or art
hibits, Synenko holds that FackiOs brand of essay filmgwides crit-
ical insights into the affetive and saiotechnical dimensions of the
imaged world. Synenko notes, for instangéhat Othe impulse to nar-
rate these changes [is] a ceidimension of understanding the rdée

T his last setion asks abut the affordances andxensions of



umOs material qualificatio@stheeby suggesting Othat FekiOs e
plicit choice to engage inxpressiv daccumentay practicesNin ef-
fect, to create data-drien narrativesNis ontologically sutued with
his broader interogation of hav images ae made in generaD. Ulti-
mately, Synenko contributes a nakitation on digital operational im-
ages though malia-archaelogical appoaches, theries of wice in
essay film, and methds of curatorial artistic practice

Testing the lwundaries of mdium extensions, the ngt article at-
tempts to play with the affodances of digital platforms and tds to
mediate material histories ofeadership peviously unsen.

Marion GrunerOs OReadesrltfs: Constructing Contet for Histori-
cal Readers of Pulp Fiction with ®gle Earth / Reader Wflds : La
construction de contete pour les lecteurs historiques de littZrater
de gae awc Gogle EarthO starts with the obsation that in the
late A®- and early Ai-centuries, eading as a cultural practice was
deeply woven into daily life and informel critical asgects of saiety;
however, there is little evidence available toeconstruct historical
audiences of ppular culture, and thus understand he these tets
shaped readers, and the lbader id®logies of the time Gruner is
acutely awae of haw digital tools can incease public interaction and
knowledge ceation of hidden histories: her article @oments her e-
seach-creation pioject Reader Wirlds, which uses Gagle Earth é&n
interactive map interface of the wrld through which users can of-
fer guided virtual tours alout specific locations) to tell the stories
of historical audiences of pulp fiction. Meanwhjlshe eplores hav
immersive technologies can offer lagred meaning to the narraties
of historical readers, as, she notes, Oin Readerld¥ we might also
interpret not only how the text informs the values or deams of the
readersds we saw in their wistful letters abut travel), but hav their
current context might inform the reading of the material, and o
this same eading of the material might then,eciprocally, inform
their views of their curent contetsO

Brandon PetynaOsAdimated Life Writing / LOZriture de vie " tra-
vers IOanimationO obses the ecent online phenomenon of eating
animatal life writing, which is the practice of visually epresenting
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(auto)biographies and memoirs in animatemages. Animatd life
writing, as Petyna descriles, can b understad as the poduct of
any life writing genre produced for animation. It acupies digital
video spaces, fawring images and sound to enrich the narragiv
portrayal of a lived experience He eplores this methd of sto-
rytelling to encourage further inestigation of this practicewhich
shares similarities with graphic memoirs and other forms of life writ-
ing. In particular Petryna argues that those who mayetinterested in
animated life writing may already ke involved in the study and prac-
tice of Oa lwader melia ecology that is supprted by graphic nar-
rative theory, the field of study largely fousal on the intersetion
between comics, graphic neels, and narratie theoryO Though the
approaches of critical making andeseach in practice this pager is
accompanid by an original eample of animatd life writingNPetry-
naOswn reseach-creation eperiment in creating a short animate
piece alwut his lifeNto explore emmdiment in life writing and the
liveliness generatk by cartaons. Reounting his piocess of design,
his essay shws that Ofom ideation to @liting, [the] video design
project ultimately reinforces the appal and application of animate
life writing methods for sharing lied experience©

This issue has é&n an assemblage of actants. The articles hawe
featured and the four themes faground what is valuable atut both
material thinking and elational thinking. Authors gatheed in this
issue &pand what we mean by t&tuality as they attend to hawv form
and meaning interelate Thinking atout what matters in material-
ityNas medium, agent, contet, and goundNinwolves, first, under-
standing the idea of OactantO in dynamic waysoBe, it neessitates
understanding dynamism as something that can tease disciplines
and practices. Thit, it asks for an gpansion of comparatie stud-
ies that centers intetisciplinary as well as appliel and practical ap-
proaches to thery, and malels one pssible pathway for Compara-
tive Studies in literatue and melia to evolve, where the methals of
comparatiwe literature, comparatie melia, mealia acchaelogy, new
materialism, and eseach creation interilluminate Last, it povides
evidence of the ways the humanities can\date from prioritizing
and even rewarding individualist madels of eseach. In respnse



INTRODUCTION

collaborative humanities efforts can align in a shed mission dur-
ing a time of crisis, prioritizing uncongntional critical thinking that
is firmly anchored in Ole pnser-ensembi@Nthinking-togetherNand,
through that, thinking of matters that include the merthan-human.

We would like to thank L@ssaiation Canadienne de LittZratar
Compar£ / The Canadian ComparatvLiterature Assaiation and
all of the participants in the Mdia and Materialities Varking Group,
Markus ReisenleitnerBrent Ryan Bellamy Lee Dylan Camplell,
Margot Mellet, Antoine FauchiZMarcello Vitali-Rosati, Algtina
Laipiy, Kevin Gouchandra, Christopher Driscoll, and Arilys Jia, as
well as our many per reviewers.

We thank Gwladys Bertin for her wrk in translating the CFP and
many article titles and abstracts intoémich.
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ure et son r™le dans la constitution du sens en nous ap-

puyant notamment sur les obseations issues dOun atelier
dOétiture collatorative organisZ dans le caglidu congres annuel de
I@ssaiation Canadienne de LittZratarComparg/Canadian Com-
parative Literature Assaiation (ACLC/CCLA. We propose hee a re-
flection on the materiality of writing and its ole in the constitution
of meaning, basgin particular on obsevations from a collalorative
writing workshop organisd as part of the annual confence of the
Canadian Comparat® Literatue Assaiation/Assciation Canadi-
enne de LittZratue Comparg (CCLA/ACLC).

N ous pioposons ici une rdéxion sur la matZrialitZ de 16-

En rZmnse " un billet de blogue oe Marello essayait @kpliquer
IOimprtance des formats et des outils dédire, un collegue twit-
tait : CNan mais lis le t&teE Caricature de gekerie Le gene qui
passe son temps " bidouiller Ledau lieu de bsserE"

Il est intZessant dOanalyser leipt de vue qui est au fondement
dOune telle rZaction, cardprZsente unegns2 fortement enracin&
dans note culture.

On pourrait dire quOune telle iéZe situe dans la continuitZ dOune
certaine interprZtation de la fameuse critique platonicienne derd®Z
ture, dZ/elopp2 dans lePhedre. La position de Raton " ce sujet a
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ZtZ le cente de plusieurs dZbatsdue 16n pense au tete de Derrida
qui montre toute la complgitZ et les enjeux des ambigustZs caetZ
dans le tate du philosophe gec. Si on lit Raton au pemier degrZon
identifie une opsition entre 10idZalitZ de leeps£ et I0impw@tZ de
son inscription matZrielle dOune part il y a ce qui compte vraiment,
les contenus, les id, dont I&pression la plus pw est lelogos; de
IOaut, I1Oinscription matZrielle de ces édZui eprZsente une forme
de d£hZancelLa puetZ supZriewe de la @ns2 se transforme en un
produit dZrivZ b%otar, imparfait car incarnZ I0&iture.

L@pposition entre pens£ et £riture est une des ddinaisons Epeut-
stre la plus eprZsentatie ® de I@pposition entre forme et matiee
oe cette derniere est toujours une manifestation limi&Zet imparfaite
de la pemisre. Elle Zmerge par ailleurs de manésrforte dans les
rapports entre genes masculin et fZminin et on laetrouve aussi
chez Aristote: une forme masculine et une materfZminine C&st
le sperme Bprincipe formel de vieb qui se Giourrit E de la matise
fZminine pur sOincarner 8ans la thdrie de la gZnZration aristotZli-
cienne notamment

Une anedote mrphyrienne exemplifie claiement cette id@logie:
dans laVie de Btin, Porphye raconte que Btin Zcrivait sesfn-
nZadespendant quOil faisait awtrchose il parlait, il s@ccupait
dOauts affaies et en meme temps, il inscrivait sur un supg la
pens2 complae quOil avait dZj” d&lopp2.
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Le geste dOinsagirsa @ns£ sur un supprt est trivial, il nOa en
soi aucune imprtance et donc aucune dignitZ particuler C@st un
travail manuel, qui purrait finalement stre dZIZguZ ~ un individu
sans aucune compZtenaii se limite ~ retranscrile, mZaniquement
ce qui a ZtZ dZj" ZlawZ Pour citer dOawgs conersations qui ont
eu lieu autour du fameux billet de blog de Magllo, plusieurs col-
legues Btoujours des hommeB® soulignaient que le travail de mise
en forme et de balisage des contenusdst str e laissZ ~ QinesecrZ-
taire E. LOhomme supZrieugnse et cré le contenu. La femmenZ-
caniquement, inscrit ce contenu dans un suppen rZalisant ainsi
un travail trivial, neutre et inintZessant. Les femmes qui sont selon
Aristote du c™tZ de la matiarse etrouvent logiquement dans -
position entre pens2 et £riture, du c™tZ de ¢Bire.
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Lorque IQ&iture devient informatique on retrouve encoe la meme
opposition et la meme hiZrachisation. Et en effet, la meme idifogie
a fortement conditionnZ les dZbuts de IOinformatigGemme le
montre Isalelle Collet:

~ZZ_ 2177 <@) HEB!?21<@) ?!1? ;)=@) &866) @7 6* ?1)= ?)&0d
71<@) (@ ?RIW 5)>)66)> 87?7 ;@ F )7?= )= 35!?2106)7?
786%°)@>)>Z !1>IC )& 5! /*7*= 151>1?187 (@ 61&d8%17!?)@W
5) 68(-5) (@ 0'&4 )= >) (1..@>) '@;=> (@ :@%5I&) 68(-5)W
&@57@5)6)7? .16151)= |@E /1=87> W ;8>>1%5)6)7? (*>45)W
1&?21@7? 5)> 17?2!1>6)> () ;8@C 81= (I7> 5)><@)5> 5)> /!'87>
>877 *(@<@*W )3 () Q7@ 08>215) |@E .15B)%5)> (*>)=2)7?
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Encoe une fois, les t%ocheseChniquesk BIQinscription matZriell®
sont laiss&s aux femmes et, une fois quommence " econnaitre
une valeur QntellectuelleE, symblique Pet donc immatZrielld,
les hommes pennent leur placeMelissa Erras a aussi parlZ de ce
phZnomene en analysant le r'Mle des femmes dans le fameasalab
toire du Pee Busa

LOiddlogie dualiste qui wit une sZparation nette engr forme et
matiere a donc une histoi longue et elle a ZtZdG)et de plusieurs
analyses et critiques Bont celle de Derrida est une des plus connue
Cependant elle nOa jamais vraiment ZtZ dZpadslie est toujours I

et peut-stre aussi dans les travaux de ceux qui ont le plus essayZ de
la critiquer. Derrida lui-meme finit par remplacer le concept de logos
par une id2 assez immatZrielle dfbifire et de tete Dque IOn pense

" ses considZrations sur le fait quOuxtéeCn@st pas un live E.

LOintZret enouvelZ pur la matZrialitZ semble pmettre des pistes
diffZrentes. Le mouement qui a ZtZ dZfini commer@uveau matZri-
alismeE peut «tre compris dans ce sensles auteuges comme Kren
Barad, par gemple assaient leur appoche fZministe agc une nou-
velle comprZhension de la fonction ontologique de la maier
(Barad). QMatter mattersE devient ainsi un ton slogan pur com-
prendre les enjeux du rZalisme agentiel de cette philosophe
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E partir de ces considZrations, il semble de plus en plus urgent de
penser la matZrialitZEn particulier dans le domaine de la littZrater

il est fondamental de segmcher sur I@%ture en tant que matZrialitZ

Au lieu qu@pposer ens2 et incarnation matZrielle de cetteepsz,

il est indispensable de partir de IO&IZudil nOy a pas denp2 im-
matZrielle ou mieux que la@ns2 n@st que cette matZrialitZ

Pour les Ztudes littZrads il devient ainsi n£essaie de @nser littZra-
ture et mdlia ensemblell nOy a pas dOune part la littZratet de
IOaut les supprts ou les mdias oe elle sOinscritla littZrature est
toujours inscrite la littZrature n@st quOune inscription. Laps2 lit-
tZraire et surtout la thBrie littZraire Zmergent dans leurs inscriptions
matrielles.

Ce qui pense est IOinscriptiargue cela soit un ensemble de formats,
de pmotocoles, de regles syntaxiques,alils et dOalgorithmes, 10in-
scription estla pensz.
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Parler de littZratue signifie donc parler de cette inscription, faide
la littZrature signifie gerformer cette inscription. A lieu de parler
de ClittZrature et mZdiaE il faudrait assumer IQaffirmation selon
laquelle Qa littZrature est mdia E o le mot CmZdia E renwoie " la
matZrialitZ des multiples inscriptions scripturales.

Cette inscription est aussi le lieugssible dOZmergence dOune indi-
viduation: ce que note texte souhaite c@st que cette Zmergence in-
dividuante nOait pas comme rZsultatindividu mais plut™t un col-
lectif. Et c@st notamment cette question de IQinscription concrete du
collectif que nous aens souhaitZ prformer, mettre en pratique dans

le cade dOun>ercice d@Hiture collatorative qui rassemblait des
chercheuraeéas ingssZaeas par les rapp entre littZrature et mdia.
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i

de LittZratue Comparg/Canadian Comparate Literature

Assaiation (ACLC/CCLA, un atelier d@Ziture collatora-
tive a ZtZ organisZatoutissement dOune i&ion anim2 notam-
ment par les chesheuraeas duarpe de echerche Comparatie Ma-
terialities: Méia, Literatug, Theory / MatZrialitZs comparais: mZ-
dias, littZratue et thdrie Ce goupe rZunissait plusieurs
chercheurdeés anglophones et francophones doehiBRyan Bel-
lamy, Lai-Tze Fan, Antoine Fauchideanne Mathieu-LesshMargot
Mellet, Markus Reisenleitnedoshua Synenkdlonique Bchofen, et
Marcello Vitali-Rosati. But au long de IOanee groupe a chechZ
produire une rZfexion collective pour prZsenter compendre et
Ztudier les diffZentes matZrialitZs de I®ifure et pour rZpondre " la
question de echerche suivante

D ans le cade du congres annuel deA@saiation Canadienne

866)7? e .13 f () 5! 517*4?@¥ &86;l= *) )7 > jL77*>>I7?
$ 5! 612*=11517* ()> ?)E?)> 117>1 <@j5! &866@71&!?187 )58)
6+6)W )7 &87>1(*=17? 5) >@;;8= 5)> 6B)7>W 5)> ;5!2B=6)>
)2 5)> 17?)1&)> |

Apres une sZrie de prZsentations autound@s, de mZthdes et de
pratiques d@¥ture numZrique ougrte BprZsentations qui se sont
dZoulZes " distance ene AAAA et AMB\Anous aens organisZ un
atelier dGiiture collatorative numZrique pur appofondir notre
rZflexion sur IG&iture comme espace commun et la metfri@ssai.
Cette poposition dOatelier sOinscrit en continuitZ de lkex#fn prin-
cipale et poposait dOirastir les outils et les réxions sur IGiture
numZrique de manise concrete Lors dOune session de A lesyin-
cluant des temps de discussions, il sOagissait fes checheuraeéas
prZsentaeas de ofglre en synchone " plusieurs questions dm-
mentZs dans urpadpartagZ Bun padZtant une interface d@#ure
en ligne permettant d@ire " plusieurs de fason simultar& Ce que
nous awns dZsignZ comme unegormance d@Hture collatorative
numZrique avait pur but de suive le processus de constitution et
dOinscription matZrielle dOunaiacommun, de gater trace des dif-
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fZrentes dynamiques déifure qui le compsent, débsewver I0Zmer-
gence du colletif dans un midia dGiiture.

La premiere question ~ laquelle nous ans ZtZ confsntZaeas en tant
qu@rganisateurariceas de |0atelier Ztait la suivantelle structue
de 1O&nement pr&oir afin de guider IGiture collatrative sans
la dZterminer et donc la dZnater? Comment pridoir des espaces
dOditure suffisamment ouerts pour Zchappger ™ notre organisa-
tion ?

En amont de IQatelida daccumentation autour du princip de 1Gii-
ture collalrative et autour de kil choisi pour I0atelier a ZtZ
partag2 awec les participantaeasCette deumentation prZsentait
notamment les A espacesaZes qui prtaient I&ercice:

A. le pad: un espace d@#ure collatorative, en I8ccurrence lautil
Framapadmis ~ disposition par Framasoft

A. lavidZ : la renconte en vidoconfZence aec la plateforme Jit-
Si;

A. le chat: un canal de discussion instantamAwec la meme plate-
forme Jitsi.

L@util Framapad a ZtZ choisiopr |Oatelier pae quOil grmet de
visualiser les diffZentes couches d@ifure au fil des ersions.
Plusieurs aspcts de ce sefice ont aussi comptZ dans laa&ption
et la prise en main par les cheineurdeas de diféfrtes littZracies
la coloration du tete, la non agnostie en terme de balisages(
chercheuraeas opvaient Zrire en tete riche sans lesoin de
sOadapter ~ un langage de balisage IZger comme Markdetc. lis
et elles puvaient Zgalementcfire dans la langue de leur choix et in-
tervenir selon la pratique qui leur coranait le mieux: ajout de con-
tenus eternes, rZpnse ou rZaction ~ dOaes Zritures, corection,
dZtournement d®iture etc.

Nous souhaitons ici prZsenter les questionnements eexidns qui
ont ZmergZs lors de |0atelier

IMAGINATIONS
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la suite de IQatelienous puvons remaxuer que les dif-
fZrents espaces dfiflire ont ZtZ inestis de dierses fasons.

Le pad 1@util dOiture collectif et simultanZ se prZsentait
comme un espace " part, ind&pdant de la visioonfZence et de &3-
pace de discussion instanta@#ous les deux digmibles via la plate-
forme Jitsi). Il eprZsente tout dOaiol une inscription plus visible
nous retrouvons |&sprit de la page meme sOil sOagit dOune page sans
limite rZelle, qui sOallonge et se ddte au fur et ~ mesue que nous
Zcrivons dessus. Ensuiteasbun outil uniquement destinZ ~ 16¥#-
ure, dans lguel nous puvons retrouver des pratiques fpres aux
traitements de t&te ou aux diteurs de tete sZmantiqueAller dans
le pad c@st rZaliser une dZmehe dOinscription, il sOagit dOun geste
spZifique, plus formalisZ que leldix vidZo ou les £hanges via un
canal de discussion. € dZj" enter dans un espace collatatif et
participer " le dZfinir concretement. Si la visiconfZence est princi-
palement pur les discussions et la prise de pég, le padse prZsente
davantage comme monolithique et formel,gmosant une inscription
plus pZenng le chat invitant = des Zhanges plus spntanZs et
ZphZmees en ce sens. Lgadcorrespnd clailement ~ des pratiques
dZj" instituZes au sein des communautZs ueiisitaires N dont le le-
soin a augmentZ apres la pandZmie de\GD-A°.

Pour priser cette distinction eng diffZents espaces déifure, le
pad Ppeut-stre " la diffZrence duchatet de la visi@onfZence qui
sOappantent davantage " des lieux de communicatiBrsemble gr-
mettre d@rire au sens de formaliser lagms2 et non de la discuter
Cette diffZence implique aussi lagssibilitZ degarder une trace vis-
ible de la rZfexion qui confirme la rZalitZ matZrielle de thi#ire
dans le mdia. Cette tymlogie des espaces owvune rZfexion sur la
linZaritZ de nos &itures. En effet dans le pad il esbgsible de jouer
avec une contrainte temprelle dans la structue du d@wument Bsoit
dZplacer un blo en haut de page ou ajouter une phrase nQirtep
o+ D, contraiement au canal de discussion instantandans leuel
les messages se fposent sans pssibilitZ de mdifier IOagence-
ment des blos de tate et donc des idZs. Cette pssible maular-



itZ de IEspace d®dture commun, sa ptentielle rZinscriptibilitZ a
posZ question pur les participantaea®pr qui IO&iture est intime-
ment liZe " la question de la popriZtZ intelletuelle Sawir que nOim-
porte qui (possdant le lien du pad) put venir ajouterdu texte dans
notre rZiexion, ou mememadifier ou supprimemnos piopos, eut stre
quelque u dZstabiblisant. Cette inquiZtude sOardans la prise
de conscience que noscitures individuelles r&istent pas hors
de leur inscription concrete et que cette inscription, dans le cadr
de IQateligreleve du colletif et est alors nZgaZ continuellement
par lui. Il sOave au final BdZ peut-stre ~ nos conditionnements
acadZmiqueP que eu de bl@s ou de lignes ont finalement ZtZ ef-
facZs ou rZinscrites. L transpara’t certainement retculture de
IOZrit tr op immobile ou assagie danstPZrimentation. G€3t notam-
ment ce fait de ne pas oser rZins@ioubouleerseruune Zriture e-
istante dont nous ne serions paiigine (u le CpropriZtaire E) qui

a ZtZ " la cause dOune dynamique dOajouts continus et dOun ensemble
final de donn&s etremement fourni. En evanche des phrases ont
ZtZ rZgulieement ajout@s, parfois au cenérde bl@s de tate, pour
rZagir ou demander des complZments, au sein dodEment dOune
pensé.

Il est apparu Zgalement surnant pour les participantaeas que cet
espace fonctionne sur un prinogpde pZemption: bien que la ques-
tion de la pZennitZ des Zhanges apparaisse moins seser pur
les poduits de visi@onfZence et de chat Pourtant dDautant plus
concernZs par |0ZphZmZBtdepadZtait investi dOune apprZhension
peut-stre dOusage vis-"-vis de saopre disparition. Chaque phrase
chaque mot, chaque lettrpeut stre suprim2, et nous courons alors

le risque de prdre la trace dOunesps2 en train de se constituer ou
dOunegns2 Ztabliele processus dOun caité en train de se rZalis-
er dans des pratiques dffifire en cours. E cette pcaritZ de |G-
ture sOajoute celle dedPace desciitures en tant que tel puisque le
pad a lui aussi une date de pnption. En effet, il est supprimZ si
demeurZ inactif Boit non #itZP pendant plus de A% jours. Il est
cependant mssible pur tous les participantaeasexiorter le dacu-
ment en plusieurs formats, de copier-coller le contenu sur un autr
espaceou dGditer son contenu avant la date de fin de consation
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pour relancer le dZompte Cette contrainte du dZlai avant supgs-
sion va en fait "~ I&nconte de 10idZque IEspace de |&xture et 18s-
pace de IOahive sont rZunis en une meme infrastructarLe pad util-
isZ mur I0atelier nequrra pas otre un espace d@aivage des etit-
ures collabratives.

LepadutilisZ pour cet atelier dispse dOun systeme dengionnement

qui conseve chaque Ztat du #e. Chaque frapp est enegistr£
non pas comme seule inscription, mais comme une inscription dans
le temps aec IQidentification de qui la diénch2. Ainsi ce sont
AA %AA Ztats duteequi sont sauegadZs, et qui sOaccumulent
chaque ajout, mdification ou suppession. Cette fonctionnalitZ pr
pos2 awc cet outil dGFiture reprZsente deux ampts: un enreg-
istrement de chaque inscription, ce qui signifie quOungipn sup-
primZe peut «tre retrouvZe en naviguant dans IOhistoriquene visu-
alisation nouelle du texte, qui devient un flux lorsquén le considee
dans sa dimension tengpelle et non plus comme seul rZsultat final.
Cet historique constituait une dimension ingptante du dZoulement

de IQatelieril est possible de parourir ces diffZents Ztats du tete,

de visualiser les mdifications et inteventions diverses. Ces Ztats
reprZsentent une masse de doesAuQil est difficile dOapprZhender
des outils sont nZessaies pur prendre la mesue de ce ux qui n@st
plus seulement un tete finalisZ mais une matie ~ penser travail-

IZe, repens2 ~ maintes eprises. LOinterface joue un r™le dZterminant
pour apprZhender une nowlle matZrialisation du tete”: La diver-

sitZ de ces apppriations des espaces de IQatelier a certainement par-
ticipZ " la diversitZ des formes d@iure qui fondent, chacunes " dif-
fZrent niveaux, un dispsitif de collaloration.

rative, nous nOans pas fourni de dictives de rdaction

strictes aux participantaeds, ils avaient donc dagibilitZ de
proposer et de dZfinir leur participation au pad collatatif. Nous
avons apprZhendZ |O@dCGzhapement comme un espace de kbr
cours de |@¥ture, afin que la dimension collairative de I1éercice

Pour consever un espace déhapement de |@Fture collato-



puisse se ddder selon chaque individu et selon la synergie du
groupe des participantaeds. Cela signifie que chaque action Ztait par
dZfautaffranchig c@st-"-dire que ces actions ne sont pas desar

des regles prZZtablies a@s que lesxpZriences passz des collab-
rateurs et leur appentissage en temps e¥

Plusieurs types dOinteractionsepvent donc stre distingu£s et, sans
en faire une typlogie officielle nous nous sommesosZs la question
suivante: qu@st ce qui eleve de IGHiture collatorative et quést

ce qui nén est pas, qui y ¢hapm, mais qui pend part " la dy-
namique d@Ziture collatorative ? E ce stade nousquvons lister ces
formes de participation qui sont constitutes dOunecHture collab-
orative sans te identifiZes comme telles puisque nelevant pas
de IQinscription ou de la discussion scientifique drement par-
ler : les divers mZtadiscours sur IQatelier en lui-meme tels que des dis-
cussions dans la messagerie instantarodi les rZf&nces gplicites

au fonctionnement du pagl les moments déZanges informels et
de saiabilisation autour de |QapprZhension de ce mb@space lors
des dZbuts de |Qatelides demandes dOassistancermpprendre
utiliser les fonctionnalitZs offertes par les outils et interfaces, etc. La
question qui se pse est celle de laeconnaissance de ce discours
dans la constitution de I&#ture collatrative. Pour eprendre 1@&x-
pression @nvironnement-supprt E (Merzeau), il nous appara’t que
ces interentions, si elles nealsvent pas diectement de la constitu-
tion dOun sair ou de la formulation dOune rdpse ~ une question
scientifique portent et contribuent ~ Ztablir un espace et un disgi-

tif du collaboratif. Ces Zritures font parties de édpace o la pns2

se constitue oe le collectif se nZgaeie. Dans laproduction de 1©t-

ure collalbrative se jouent de multiples mZta-discours, commergair
ou annotations diectes dOun contenu plus officiel, qui ont une place
importante dans le rZsultat final et quOil semlale vu de leur intrica-
tion concrete, de leurmaillagedans lepad impossible de dZpartager
rZellement.

Cette intrication, ce rZseau d&#ures ~ deux dimensionslé texte
et IOidentification des acteursatrices inscrivant), eteouve Zgale-
ment dans IOhistorique qui est laissZ ~ disjiion pendant ou apres
|OatelierFramapad ppose de patourir les diffZents Ztats du tete
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via uneligne du tempgou timeling, affichant les mdifications suc-
cessies. Si ces dernigs sont identifiés Painsi que les prsonnes
qui contribuentD aec une coloration syntaxiqueil n@st en e-
vanche pas pssible de ne eir que les malifications dOunée contribu-
teuratrice Nous deons faire awec ce rZseautage dextes, melZs et
nZanmoins identifiables.

Cette question de ce qui opere au collaloratif se complgifie par

la dimension de dur& de |IGiture : 1@util choisi propose en effet
de gader trace des diff&ntes \ersions du pad. LOatelier a donc
gZnZrZ une multitude deevsions (AA ¥AAup stre pris) eneg-
istrZes lorsquOun ZIZment duxte Ztait malifiZ (correction, suppes-
sion, ajout). Dans édsemble desersions, et par le princie de \er-
sionnement automatisZes corections de fautes @@hographe ac-
quierent le meme niveau dOingrtance que IQajout dOun paragraphe
dans la meswr o elles \ont toutes deux rZsulter en la crZation de
nouveaux Ztats du tete. Chaque intevention bZnZficie ainsi dOun
meme degrZ dOinsptance wur le processus collatratif. Toutes par-
ticipent ~ la matiere du colletif. Il en rZsulte une masse de dores/
ce qui implique unedraction devenue bien plus compike.

phrases et ¥4 AA» mate (ui coresmpnd ~ environ AA pages

imprimables, soit la taille dOun article cogsgnt). E cet en-
semble de donres dZj” imprtant devraient stre ajout£s Zgalement
les Zritures poduites dans les diff&nts chats(discussion instanta-
nZe de la visigonfZence sur Jitsi ethat disponible dans lepad
Framapad), ainsi que les commentsren annotation dypad qui
contribuent au collabratif. LOatndance des ditures, le maillage
entre les diffZents niveaux, leurs mougments dans le collatatif
notamment psent le pobleme desoutputsenvisageablescomment
retranscrie ce pocessus d@#ture en train de se fag sans le
rZzrire dOune seule main et en consett toute sa dimension col-
laborative ? Quelles eprZsentations de lagsformance d®#ture col-
laborative Ztablir pur permettre une leture, pour lui donner une

I @space dupad compte actuellement A°A paragraphes, AY°
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lisibilitZ tout en gadant la pluricitZ des traces issues des pratiques
dOiture individuelles?

Lors du collgue annuel de AAA° de I0aksmn (Congrss des sci-
ences humaines du Canada, UeisitZ de la Colombie-Britannique
(UBC), \ancouer), une table onde bilingue conjointe avait rZuni
plusieurs membes de la communautZ comparatiste et de la commu-
nautZ des humanitZs numZriquesys mener une rZéxion sur la
place du comparatisme au sein de nos institutions. Pairanscrie
et clore cet Zenement, la forme du manifeste a ZtZ choisi@Knowl-
edge is a commons - Pour des s@ns en commurE reprZsente
cette expZrience de rdéxion collective. Concretement deux objets
bilingues ont ZtZ crZZs et publiZs, soit urersion imprim2 ainsi
quOuneersion numZriqueparue " la evue Sens public

Dans le cas de noér atelier I®ption dOun travail de rédture du
pad sous la forme dOun article ~ plusieurs mains sembie gnvis-
ageable dans la mesaioe notre dZmache sé€kt focalis£ davantage
sur le pocessus d@iture collalorative du sawir en tant que tel.
La question que nous nousogons ici est moins celle de la mise ou
remise en forme des doneZ obtenues que de l@prZsentation et de
IOashivage de ces doneg, du jeu pssible ~ partir de ce mdia. Nous
souhaitons plut™t pposer quelques pistesopr explorer les mssi-
bilitZs pour structurer un corpus d®#tures collabratives.

LZ 1=?) (> *&=1?7@=)7 &855!%812187

Parce que Framapad fonctionne sur un prineigle coloration syn-
taxique: chaque participantaeopivait choisir une couleur d&ture.
Cette fonctionnalitZ fait de &Space du pad un espace quyt stre
abordZ comme un objet visuel et plastigu€haque variation de
couleur indique une dynamique de collatation (rZmnse rZaction,
correction). Le poduit de la performance jut ainsi stre reprZsentZ
comme une carte desitures en collabration :

Ici est surtout visible IQalternance desiffires dans la dynamique du
collaloratif.
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Une aute piste pur reprZsenter les donme2 de |@Zture collalora-
tive serait IOanalysexieale ppur mettre en Zidence les themes les
plus prZsents danseiisemble du dmment.

Nous awns ici fait un test aec 1@util \Voyant Tools, outil pour la vi-
sualisation et [Oanalyse detes numZriques. Pour pcZer ~ 10Ztude
lexicale du poduit collaboratif, il Ztait nZessaie dans un pemier
temps déclure de IOanalyse tous les mots de liaison. Le coléth
est alors eprZsentZ par unchantillon de mots-clefs, rZsumZ et unifiZ
en ce sens autour des themes pharde la rdéxion de IQatelier

Cette analyse leicale aurait tres bien pu ste rZalisg awec des lan-
gages de ppgrammation comme ython, nous awns ici choisit \by-
ant pour son offe de diffZentes visualisations et ses dif&fits
graphiques.

NZ 8@Q®6)7? ()> *&=1?@%>

Framapad a Zgalement ZtZ choisup la dimension ludique de son
rZsultat: une timeline @rmet de naviguer ent les \ersions du de-
ument, germettant ainsi deemonter dans le temps du pcessus col-
laboratif. Cette visualisation et manipulation dOuroguit textuel de-
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venu watchableou regadable mrmet de considr le collatoratif
non plus comme un rZsultat mais comme un meavent, comme
une perfomance C@st un dissitif inscrit dans la duré. Pace que
la timeline de Framapad a elle aussi une date despifition, nous
awons prcAZ " une captation vidZ qui prZsente IQavantage d@e r
produire la fonction de navigation dans le temps de larfpormance
La diffZence majeue dans cette captation est le rapp ~ IGespace
du pad: la timeline de Framapadgwmet, en parallsle de la naviga-
tion entre les Ztats du dmument, une navigation au sein de la page
C@st-"-dire que je pux faire pause au cours de la timelinepr ob-
sewer les autes espaces de la page qui ont subi dedifications.
Cette ZlasticitZ des moawments d@#ture n@st pas pssible dans la
reprZsentation vidd

Ce que capte la vidZde la timeline c@st notamment les hguete-
ments ente deux dynamiquesla dynamique linZai du temps de
la timeline et I&ncha’nement desevsions et la dynamique non
linZraire des Zritures en train de collabrer ~ des espaces diff&nts,
parfois ZloignZs, au sein du pad.
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De ces diffZentes &pZrimentations, il essort la pesque nZessitZ de
sortir du texte brut pour aller envisager des structas plus interac-
tives qui impliquent une visibilitZ du te.
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a rZiexion sur la matZrialitZ de |@Zture et sa elation au sens

rejoint les obsevations issues de |Qatelides investissements

des espaces dfbiflires, les inquitZtudes vis-"-vis des fonction-
nalitZs qui les dZfinissent, la pblZmatique de lagprZsentation dOun
corpus d@itures collaloratives nous amenent ~ considr que la
pens2 et le colletif sont mAlia. Cést-" dire que le sens Zmerge dOun
contexte matZriel particulier Il nOy a pas dOidirZalable ~ une in-
scription Dcette pens£ meme ne prés-de pas son &iture D, ce sont
en rZalitZ des conjonctas mdiatrices qui font Zmerger le sens.

Dans le cade de IQatelierce que nous a dZmontrZex@Zrience
c®st que non seulement la &kion n@xiste pas hors dOune rZalitZ
matZrielle de |@Hture, mais que le colletif lui-meme n@xiste pas
hors de cette rZalitZOn ne touvera ni les fnnZadesi Plotin ni

le groupe de echerche Comparatie Materialities: Mdia, Literatug,
Theory / MatZrialitZs comparats: malias, littZratue et thdriehors
de IQinscription concreteLe colletif comme la @nsz quOil
dAreloppe ont ZtZ ici nZgaZs par les caractZristiques du distif
dOiture collalrative.

Barad, Karen Michelle Meeting the Unierse Halfway: Quantumhiysics and
the Entanglement of Matter and Meanibgke Uniersity Press, AAAY:,

Collet, Isalelle OLa disparition des filles dans les Ztudes dOinformatigsie
consfuences dOun changement dprZsentatio@Carrefours de &9
ucation vol. nj Av4, nd, AAAA, gAD %,

Derrida, Jacques. OLa pharmacie ldeoROTel Quel no. AA AA, A%Ys».

Merzeau, LouiseOf ditorialisation Collatrative dOun fvZnementekémple
Des Entetiens Du Noueau Monde Industriel AA&&ommunication
et Organisationno. AA, June AAAA, RAYD A& ps://doi.org/AA.AAAA/
communicationorganisation. AAYa»

Terras, Melissa. OFoda Lovelace Day B Father BusaOs Female Punah Car
OperativesO Melissa dfras, A% Oct. AAR&ps://melissaterras.org/
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AAAAIAAIAY.Ifor-adeelace-day-father-busas-female-punch-a:ap-
erativesl/.

Plotinus, Marie Nicolas Bouillet. Les EnnZades delotth. A»%Ya,
http://archive.org/details/lesennadesdeplo/filgoog.

Vitali-Rosati, Macello. Les Chatheurs En SHS Sa-lls fcrie? AAA»,
http://theconwversation.com/les-cheheurs-en-shs-sant-ils-
ecrire-°AAAA

Vitali-Rosati, Macello. Les Chatheurs En SHS Sant-lls fcrie? Quelques
RZpnses Ax Commentais Des lateurs Mar. AAA»ittp:/blog.sens-
public.org/macellovitalir osati/les-checheurs-en-shs-sant-ils-
ecrire-quelques-eponses-aux-commentads-des-leteurs!

Vitali-Rosati, Macello, and Jean-Mar Larrue Media Do Not Existinstitute
of Network Cultures, AAA°https://papyrus.bibumontreal.ca/xmlui/
handle/A»YsYs/ AACAY,

Figure A : Livia Canestrar(Terras, Melissa. OFodA Lovelace Day B
Father BusaOs Female Punchd@yerativesO)

Figure A Terras, Melissa. OFoda Lovelace Day D Father BusaOs Fe-
male Punch Caf OperativesO

Figure A - ¥ : Atelier €nowledge is a Commons - Pour des sins
en communE (Congres des sciences humaines du Canada, BirsitZ
de la Colombie-Britanniquevancouwer AAA®)

A. Le billet en question a ZtZ publiZ sihe Conersation(Vitali-Rosati,
OLes Cheheurs En SHS Samt-lls fcrire ?0). Une répse aux com-
mentaires a ZtZ publ& dans un deuxisme billet de blogue (Vitali-
Rosati, OLes Clutieurs En SHS Sent-lIs fcrire?0).

_j>)

Cf. par ekemple le _De generatione animalium, ii Y.AY4aHpefic

6l¢ fUeéene ahee one+anRe Ycale Ué dle é@a Uilaao iiod GEE 1Aia i
&/ Ucciie, a& élé Ugchié Oz dAee iédiriRdkat one+anRad A
Ycaoé, a/ ol iAia Oa xideeC@mme nous I0ams dit, nous puvons

sans ereur affirmer que les princips de gZnZration sont le masculin
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et le fZminin; le masculin en tant quOibpsde le princige de moue-
ment et le fZminin en tant quObgs«de le princige matZrieE.

Plotinus, p AA-AA

Melissa Erra en parle dans son travail sur\ezraft

La plateforme coneue ur IO%nement est dispnibleen ligne
https://framapad.org

C@st ce que nous dZtaillons dans laisieme partie

La coloration syntaxique ici ne coesmnd pas " la coloration issue du
pad: il ne sOagit plus dOune coloration par individu, mais par terme

Pour Ziter ici une essentialisation du nufa (Vitali-Rosati and Lar-
rue).
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The following reflection proposes to
shift the perspective on literarly mat-
ters by reexamining the question of
the ontology of literatue basd on
the materiality of the tet (its tech-
nical, malia, and elitorial arrange-
ments). The identification of the phe-
nomenon of literatug, an ongoing is-
sue in literatue over the ages (up to
digital literature), raises questions
about the realities of a numbr of cat-
egories (eadable visible audible)
and systems of antinomys(bstance/
form, matter/meaning), opning up a
much wider discussion of matter in
the world. By studying a numbr of
intellectual appoaches that inesti-
gate prosities etween medium and
inscription (the theories of melia
studies and the ne materialism) and
a numter of creations that enhance
the madial part of the text (BalzacOs
Physiologie du mariageMallarm@s
Un Coup de dZs jamais néish le
hasad and CarsonQsw), the article

La rZfexion suivante popose de changer
de perspective sur les questions littZ-
raires en réxaminant la question dedh-
tologie de la littZratue basg sur la ma-
tZrialitZ du texte (ses arrangements ¢-
miiatiques et ditoriaux).
L'identification du phZnomene de la lit-

niques,

tZrature, une question prsistante dans
le domaine littZraie ~ travers les %oges
(jusqu™ la littZrature numZrique), sou-
leve des interpgations sur la rZalitZ de
plusieurs catZgoriesligible, visible au-
dible) et des systemes d'antinomie (fond/
forme, matisre/sens), ouvrant ainsi la
voie " une discussion eaucoup plus
large sur la matiee dans le mondeEn
Ztudiant dierses appches intelle-
tuelles qui eaminent les prositZs ente
le mAia et I'inscription (es thbries des
Ztudes mdiatiques et le nougau matZ-
rialisme) ainsi que plusieurs crZations
qui mettent en valeur la dimension mZ-
diatique du texte (tel que laPhysiologie
du mariagede Balzacin Coup de dZs ja-
mais n'ablira le hasad de MallarmZ et



seeks to dismantle the essence of the  Nax de Carson), l'article chehe ~ dZ-

phenomenon of literatue into a di- compser lessence du phZnomene de la
versity of agencies and a multitude of littZrature en une diersitZ d'acteurs et
plastic practices. une multitude de pratiques plastiques.

n tant que mises en tension eriittZraritZs et spdficitZs du
support numZrique (Bonnet), les littZrates numZriques
rovoquent IOZmergence de nelles hybridations et com-
plexifications de IGiture (Petit et Bouchaton). Pertes deeaperes
par un principe dutout Zrit?, les pratiques des noeMes littZratues
font exploser les cades et les cdes des rZgimes du lisiblde IQaudi-
ble et du visuel. A-del” de la pertinence de laemise en question de
certains principes littZrailes (es postulats tels que i@vr e close le
texte fixe ou IQauteur unique (Mouralis et Maege) qui donne lieu
~ dOinentives nouelles terminologiesl@ranvain(Bonnet)), I@Zan
interroge les pssibilitZs mdiatiques de conception et de com-
prZhension de ébjet littZraire : comment @nser le tate dans un en-
vironnement qui coneque dOauts rZgimes de |&#ure (Zcriture
sonok, visuelle en mouement)? Comment pnser une transersal-
itZ de la littZratue au fil des supprts et des matises? Quel serait le
nom de lasubstantifique melledu littZraire au traers des supgrts ?

Si les textes numZriques se dZfinissent par des prirsigle mdular-

itZ, variabilitZ et XolutivitZ de 1Qinscription (Mamich), la poblZma-
tique dOuneqositZ ente les arts et les rZgimes dOinscriptioashO
pas popre au numZrique tant elle est une rZsurgence de pratiques
plus anciennes. DZj" les moewments du surrZalisme et du dada, en
touchant notamment au caérde la page et en instaurant un jewg-
tique par des comgsitions typographiques, annoneaient une nder-

nitZ de la littZratue en ce quQils dZplasaient la qualitZ o) lit-
tZraire de la pZtique " lapoessis soit ~ une texture du supprt. Le
tournant matZrialiste dans les humanitZs nous a Zgalement amenZs
considZer entre autres les pratiques concretes qui sous-tendent nos
lectures, Zritures et interprZtations (Miller LOZmue des Zritures
numZriques est en ce sens tout autant IOhZritage dOwmiovdes
mZdias par la littZratue que I6ccasion de pursuivre la remise en
cause fondamentale des catZgories par le fait litt&alParadaale-
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ment, et c€st IOhypthese de ce papiete fil rouge ente les incarna-
tions du fait littZraire se touve moins dans une tradition d&iure
que dans une ersgective plastique du tete. QuQil soit lisiblevisuel
ou audible le fait littZraire se polonge au traers dOune appeche de
structuration concrete ue 16n pourrait dire Alitoriale) du supprt.

Cet article souhaite intewger plusieurs pratiques du fait littZraay
plusieurs appoches intelletuelles @ont les Ztudes dZsigeZ par le
terme de noueau matZrialisméeet les thbries des mdias) et entre-
prises pZtiques autour de lagns2 qui font du texte une matiete vi-
brante(Bennett) pace que enZgaiZe par |Qintention dOinscription
le texte n@st alors plus abrdZ comme un ensembledeal et linguis-
tique mais comme un congsZ de traces ¢@niques et plastiques.

One of the primarand ongoing tensions in an academ-
ic multimedia journal is the question ofwado deal

with text. This is not a me question nor is it one that is
peculiar to eletronic publishing. One of the ways of
dealing with t&t in a sceen-base vernacular is to

think of it as an instance of images. Usually this is
marked by the shift fom plain tet to typography

which boadens thexgressie palette to include fonts,
layout, colorcompsition, contrast, opacitgynamism,
etc. (McRerson gU®E

Pos# par Stee Anderson et Eira McFherson des ladZlaration 4i-
toriale de la evue Vectors la question C he to deal with text E
dZtorde du cade particulier dOunesvue multimliale ou plus sim-
plement dOunevue acadZmique ue cette derniee soit numZrique
ou nond pour interroger 1O+ du fait littZraire. C8st I” certainement
une des (nomkeuses) questions intengpelles de la littZratue qui
introduit ma rZfexion en ce quélle sous-entend la prZsZance du
texte. Les thdries gZnZrales de la littZratiaccodent en effet une
prZzdominance ~ ce compsant: les thdries de 1Qinter/hygr/hypo/
trans-textualitZ, le courant du st-structuralisme par xeemple (Vi-
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tali-Rosati, QMais o« est passZ le gt ?E) font du texte un ZIZment
clos, abstrait, pesque unicellulaie, autour duquel tourne et se noue
le fait littZraire par des systemes rZticulas entre/au-dessus/au-
dessous/au-traers). Le tate dans ces systemes dZsigne singugisr
ment un ensemble de signes linguistiques vZl@u rang dibjet cul-
turel par des princies de elations, qui demew nZanmoins dis-
joint du support. Ces appoches teto-centr£s ont leur imprtance
et utilitZ (elles germettent de dZfinir un art, de situer son &), mais
elles comprtent la dZrive de contrainde une rZfexion ~ un aspect
unique de rdiuire un faire ~ un objet. La question @ut alors stre ren-
vers£: Est-ce que la littZratern@st que «a, soit quelealer withdu
texte ? CHow [nof to deal with text E et purtant faire de la littZra-
ture?

Dans la fondation de leuravue/latoratoire, IOZuipe deVectorsa pris

le parti de ne pas traiter le tde comme une instance du domaine de
IOimage D soit de ne pas éaire qulils dZsignent par uner@ge du
texte E en penant en compte les ZIZments principalement visuels de
sa compsition (typographie police, mise en page) B mais de plut™t
considZer le texte comme une instance du de, soit degZer le texte
depuis une prspective machine Le texte sort en quelque sorte de
son abstraite eneloppe classique pur correspndre ~ un ZIZment in-
carnZ techniquement palpableSi les rZsultats finaux sOaamt des
produits hautement visuels et semblenbpvoir «tr e compris comme
des compsitions graphiques " bien des Zgis, mon intZret vis-"-vis
de leur pojet sOattache davantage ici " la distinction faite enle
rZgime de IOimage et celui duweoNe serait-ce pas I la rZsurgence
dOune distinction bien plugxtigineuse? Soit la hZtorique de 10im-
matZrialitZ qui oppse forme et matieg, ou contenu et contenant, en
prZsupmsant quOil y ait dOun c™tZ quelque chose dienpuatZriel,
noble et przieux et de IQawdrson incarnation, impu, matZrielle
imparfaite vile et sans imprtanceE (Vitali-Rosati). Cette opsition
rZsonne agc les antinomies fond/formeZalisation manuelle et con-
ceptualisation, tehnique et imageAu clur de ces dZlinaisons se
cristallise un systeme de valeur crrent : le hiatus sens/matie“qui
distingue la ens2, la rZiexion, 10id& de son incarnation, du suppt

de son enegistement. Ne put-on joindre les deux dans la rZalisa-
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tion dOun tete ? Soit par @emple consid&r une image du tete qui
serait une image tehnique et o la technique en tant que telle serait
Zgalement prteuse de sens.

j

tZristiques matZrielles et tdniques du miia et en 10insZrant

dans une histoie longue des mdiations et des arts, tentent
une rzonciliation ente fond et forme Dans leurs prspectives, le
mZia n@st plus abrdZ comme un simple interndfaire ou un es-
pace/outil surdonnZ aux lesoins dOuneitture ou " cette £riture
quOil vZhiculeil la dZterming On pourrait une nouelle fois scan-
der le slogan des thaties des mdias, {tlhe media is the messagg,
qui ne souligne pas seulement IOwmance du mdia et son r™le
dZterminant dans no# processus de connaissaneeais qui affirme
Zgalement le rapprt ontologique ente le mdlia et le messagd.e
mZdiaestle message et dans cetterspective, le fait littZraire est une
invention du supprt ou de lasurfacedOinscriptionGhristin, LOimage
Zerite, ou, La dZraison graphiqu€hecheure spZialiste de IOhistair
de IQtiture et des elations ente texte et image, Christin parle de
pensg de I@7arf au sens un espace o+ IQinscription et la diffusion
coexistent dans le fait littZraie. Cela evient ~ dire quOil ne prxeste
pas de caractZristiques du sigren(terme de rZgime dinscription)
avant le pocessus de nifation concet. ftudier un texte comme mZ-
diation ne rleve pas dOun ajoudii reviendrait ~ adopter un nouel
angle dOZtude) ou dOun&fation ui consisterait ~ dZmonter 1@x-
istence dOun coropant ou dOune caractZristiquedii&), mais con-
siste davantage "~ noudZenterdOune appche pr&Ziente pur ef-
fectuer le meme mouement que celui dOun individu face ~ une
anamorphose (Monjo)r Dans ce ddentrement face au tete,
IGanalyse du contenu tel quOil se prZseioint I@xamen du contenu
tel quOil se structer. pour donner un eemplg je wis le texte comme
une organisation dOZIZments linguistiques qui fait sens ebig le
texte comme une organisation dOinscriptions qui fait le sens dans la
page Comme pur IOanamorphoske d£entrement confirme que la

I es thbries des midias, en sOinZssant notamment aux carac-
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trace dOunecHture est et a toujours ZtZ ¢nique Christin, LOimage
Zcrite, ou, La dZraison graphiquéi elle ¥ite le strabismela solution
de considZer dOun c™tZ IOimage &tet@@bole), de IOawdrson en-
vers technigue (e cr%one),estreint cependant la connaissance du
texte ~ un seul ensemble de pblZmatiques. Or le e semble juste-
ment jouer sur IOhybriditZ ergrles deux p™les en ce quetifife
se dZfinit par une double genese du signe (plaret image)Christin,
LOimagecite, ou, La dZraison graphique

er_5j>?7;1>() ?) E?) <@1W ;8@=)(C- !@E FQE (@ S53@W
;@1>>) >) (%1= ?1= () >! 51€F/= 1;,01<@)Zf " 8@&01)W €j16d
) (@ 7?) E?);8@=@7) ?0*8=1) () 5787&1!?187 *(1?8=1'Fp

Oublier ou omette une de ces congsantes (ici IOimage duxte)
revient ~ faire abstraction dOune partie essentielle dxteesoit de
Cce qui lui permet déxister et dO«& Oaux gux du leteurQce par
quoi advient le €ontenu@ (SouchierCLOimage du xée pour une
thZorie de 10Znonciatiordiforiale E). La notion dOZnonciatioulitb-
riale que dZfinit Souchier dans ses travaux justement congidzit
dans toute son EpaisseuE (oit la rZsistance physiquenatZrielle
la prZsence smale et iddlogique) et, si elle sOingsse principale-
ment ~ la posture du lecteur et " la nou\elle attention/lecture que lui
impose/popose le tate, est imprtante ici pace quélle coneoit une
image du tate comme une imageditoriale. Image du tgte (poZ-
tique textuelle qui articule matiee et mots (SouchieiCLOimage du
texte pour une thdrie de IOZnonciatiordiforiale E)) et image Zrite
(qui rappelle 1@rigine et la puissance de K&i#ure dans la valeur
graphique de son suppt (Christin, LOimagec#te, ou, La dZraison
graphiqug) semblent wuloir converger \ers une meme id& Bcelle
de considZer le texte, ou un ensemblecfit, comme une articulation
entre trace et sign® en efusant cepndant IOabstractiarces images
sont des nZgciations aec le supprt, elles suppsent de 1Oair pen-
sZ comme tel et de I@avinvesti

Dans le meme effort de consid&r le texte par le supprt, les carac-
tZristiques de ce suppt et les actions effetuZes sur ce dernigrle
principe de deumentarisation se dZfinit comme le faitdpter ces
supports [les dauments] dOattributs spifiques ermettant de fa-
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ciliter (A) leur gestion parmi dOaesrsuprts, (A) leur manipulation
physique condition dOune navigation sZmantique " IQintZrieur du
contenu sZmiotique et enfin, (Apt@ntation des réepteursE (Zack-
lad, CTransactions communicationnelles symiiques AA). Cette
approche qui releve davantage du design de IQinformation, a le
mZrite dOadmetirle dawument comme un artefact nafateur dans
le transfert de connaissances et donc de ralep |Qimprtance de
la pensz technique de la structuration de d€pace d&iure
numZrique Compendre I@nsemble des Ztap qui fondent le sens
dOun contenu xéuel (structuration, mise en accessibilitéisibilitZ et
meme lisibilitZ) dans les envimnements numZriques est notamment
|@bjet dOZtude de dddrialisation (Vitali-Rosati et Vitali-Rosati),
aussi dZfini par Zacklad comme un tgmle deumentarisation (Zack-
lad, RZseaux et communautZs dOimagidaiumdiatis£9. Ces @n-
sks de |@fture, qui traitent de Q@@nvironnement supprt E
(Merzeau), mettent en lumie la pluralitZ des espaces et des disp
tifs (que 16n pourrait nommer aussi conjonct@s) qui sont pleine-
ment acteurs dans la constitution dOun objet deofautrement dit,
I@rganisation des contenus gZmerdu sens et ce queoi®pourrait
dZsigner par |@iion (qui rassemblent les Ztag de structuration,
publication et IZgitimation des sa@irs), limitZe dans le temps etd€
pace " la diffZence de I@Horialisation, est constitutie dans ce que
I®n considele comme le pduit textuel.

DZfende ici une appoche du tete comme un comgsZ tehnique
lisible et visuel, €3t pas Zliminer sa primautZ en littZragutelle
que dZfendue par les tbdes poststructuralistes il sOagit plut™t de
dZplacer cette primautZ "~ un ensemble plus comxglemoins clos,
plus poreux. Ces parours intelletuels font Zmerger une ambigustZ
de fond dans le fond littZra@ tel quOil a ZtZ jusquOici questionnZ
|Oste littZraire est-il toujours une meme assiation entre fond et
forme, matiere et sen® ou Zmerge-t-il en rZalitZ de la distinction
faite ultZrieuement ente fond et formematisre et sen®

E 1@pposZ de la vision dOurxte engoudi dans une glaise abstraite
ou dans un cadr trop formel Zmergent des pjets awec IOambition
de ouleverser ce qui put stre ironiquement applZ QJ@ssence de
la littZrature E. C8st aussi en ddinant les pratiques alternatis, en
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travaillant le texte sous dOawts aspcts, en jouant de la primautZ du
discours, que ces pjets dZfendent IOidZiOune littZraterplastique
o le texte est albrdZ au rang dOimagectmique: si la littZrature
consiste principalement ~ prduire (e CdealE) du texte, la mZthale
de pioduction (e Chow E) n@st pas fixé

rZalistes, il est unxemple dOimage duxte Ztonnant qui a

fait notamment I6bjet dOune Ztude apfondie par Souchi-
er (CLe carnaval typgraphique de Balzac. ®miers ZIZmentsqur
une thdrie de 10irductibilitZ sZmiotiqueE) (et dont je reprends ici
les grandes lignes). L&hysiologie du mariage ou wlifation de
philosophie dectique sur le bnheur et le malheur conjugaé Balzac
(Zdition Charpentier de A»A») prZsente dans IMZlitation XXV :
Des AlliZsE quelques paggisibles Les pages AA° ~ AAA @artir de
IOionique segment COauteurgnse que La Bruye sést tompZE D
des pages tmquzs dOune suite de caraesitypgraphiques

Q vant IO0ulip et avant les pemes typographiques des sur-

Des enteprises de d&yptages/dghiffrements ont ZtZ lan@s des la
parution du livre en A»A° sansduver dOissues suffisamment conva-
incantes Physiologie du mariaga Balzac, pp»A%-AY:), ce qui les a
amen2s " conclue " IOabsence de sens du passhigegrZ les efforts
assidus de nomlgux checheuraeas, cette coasjtion typographique
nOa camdant pas de sens caghi@st-"-dire quélle nést pas auie
chose que ce galf monte. Cette conclusion est Zgalement partagZ
par des spdalistes balzaciens

e5 7) 1@? &0)&0)= '@8&@7 >)7> '@ EP)W $ ()>>)17 17d
(*&01..4%5) () 5! ;!/) SNPZ 15G 1& ! C 8@5@ 78@> &!&0)= >87
8;17187 >@= 5)}52/187> @ 5! &87)>>187\ 15j)7 )> ? ?1=l= @7)
511>172)=1) F;8/= 1;01<@)W $ 5! 6!71-3) () >87 |@?)@= C8=1W
5I0@68=2%17/511> W ?)=7)W )7 L1>17? 16;=16)= ()> 5) 73> I>d
>)6%5%)> 1@ 0!>!= (Zf 15G & STPa

Chiffrement intraitable ou pur simulae; les Ztudes @rtant sur ce
passagememe celles qui itent de trancher dZfinitiement la ques-
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tion, sOaccdent pour y voir la marque lontaire de IQauteur ~ ne
pas se pononcer sur le sujet alors traitZfcho au tite du pemier
paragraphe de la miffitation, CDes eligions et de la confession, con-
sidZr£s dans leurs rappts awec le mariageE, Balzac aurait opaci-
fiZ " la lettre son opinion ur montrer les dangers de la confession
lorsque prise comme |Ounique soeidOinformations dont la vZracitZ
ne peut stre remise en doute CLOappance formelle de |O#ure est
dZsignation connotatie de IOimpasse pratique esi®a confessiol
(FassiZ A%A).

Les theses du badinage ou du passage sous silencesjsggynent
en ce quélles semblent toutes ne pasemdre compte la rZalitZ du
mZtier de IQauteuimprimeur et fondeur de caracte: Bien que les
approches critiques et plitiques alrdent awec davantage dOintZrst
IGGucun sens comme un ZIZment constitutif du discours, elles de-
meurent ancr2s dans la psture dOanalysextielle classiquec@st-
“-dire quélles chechent une corrZlation en# texte sZmantique et
texte a-sZmantiqueLO@ucun sen€ est cepndant Xident ~ I@bser-
vation il n@st dDailleurs meme pasaessaie déssagpr de lire le
passage pur le constater C@st purquoi il me semble que 10aucun
sens Zmane du fait meme de considZfe texte comme un signifiZ
c@st-"-dire de IOappche classiquelQanalyse dext compenant
entre autles la echerche de figues de style).

Comme le souligne SouchielOapmche du dZhiffrement ne tient
pas face " la disparitZ de coropition typographique ente les di-
tions de laPhysiologiecertaines ditions ayant ZtZ de plus corog2s
du vivant de IQauteu€(Le carnaval typgraphique de Balzac. &r
miers ZIZmentsgur une thrie de |QirductibilitZ sZmiotiqueE). Ni
cryptogramme ni facZtie ou dZli soudain de Balzac, leis pages
sont ~ comprendre comme une dZmonstration de fm que Souchier
dZsigne par #pression de @arnaval typgraphiqueE : il ne sOagit
en effet pas dfdcrypter un messagenais de enverser une appsche
traditionnelle du mdia, dOirarser les prioritZs ent supprt et mes-
sagéA LOrdre logique est buleversZ la figure canonique mise sens
dessus dessous, la pidminance du tete, Ztablie comme essence
dOun art dérfture, est dZtr™eZLe passage invite ~ adopter un aetr
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regad, ~ se d&entrer du texte pour aller obsever la partie matZrielle
du signe ce qudidlit au sens de ce quibntre et performe

Les pages balzaciennesonten effet de sens que sbise déentre

de IQattitude commune en littZraéupour considZer le travail du

mZdia. Il ne faut pas lie le signe de la lete mais visualiser la trage
le caractere typographique qui est en amont. Ldifire narrative est
interrompue net justement ur montrer (Ou confessesi |®n rejoint

une analyse tetuelle) son origine savraie forme. C@st en quelque
sorte un wyage ~ rebours de la lette lue que nous rposent ces
planches o 16n peut voir le texte au travail. LOimage duxee est ici

la transpaence du sawir-faire de I0auteur en materdGdition : c@st

une rZalitZ du tete littZraire, mais Zgalement une rZalitZ de larp
spective dOauteur de Balzac.

e’X_ 15 F 1 587/?)6;> <@) 3) 6) >@1> &87(167* 681d6+6) $
5B@%5E) ;@%51&]B 17? %=@7!5)6)7? ;B@E€ 6! 6+(188&=17*Z
@>>1Bj ;=1> 5) ;1=71 (@ ;@%52&). 8@%51* 5j0866) () 5P?3W 15
1. 117 ;51&) $ 5j0866) () 5) 723> () ;586% ~X_Zf" ) 2% (j87d
8=() 156 1&$ 8,Od )16!=>WALSMR_17 !8G ? I5ALRa

Comps£ dans une Zmue de doutela Physiologieserait ~ com-
prendre comme la crZation (Ztique et ditoriale) dOun homme hZsi-
tant entre deux pofessions Blont aucune ne semble alors caswir
tout ~ fait puisque son imprimerie est alors pche de la failliteb et
ce passage serait la mise en sesp de sa psture dOauteute pob-
lsme de cette leture Zoque celui de la sZparation ertcale et im-
age du tete identifiZ plus haut. Comme si lettret plomb ne pu-
vaient coencider dans une emiprise pZtiqué4 C@st au contraie
ici une des raes acasions o auteur et diteur sOassument en syn-
ergie’: ce qui end la signification des pages non seulement omp
tante pour la considZration du tete littZraire, mais Zgalementqur

la figure dOauteur et tout lequessus d&#ture littZraire.

Le how to deal with t&t, le processus du fa littZrature, consiste ici
~en montrer les coulisses, le®uages tehniques, la matiee, la plas-
tique, les etites mains comme les outils. LOimage dueeest une
image tehnique car elle implique la nEanique concrste qui po-
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duit une littZrature. E ce sujet, la question de la lisibilitZ esegti-
nente pace quélle permet de dZliner une nouelle polaritZ, lisibil-
itZ linguistique et lisibilitZ formelleLa littZratue semble sOeiarge-
ment fond2 sur la lisibilitZ linguistique mais cette derniee nOim-
plique pas nZessaiement la lisibilitZ du mdia. Il n@st par eem-
ple pas nZessaie de conna”e le travail fitorial (format, typogra-
phie, choix dénrichissement, etc.)qur compendre et analyser_a
Prisonniee de Poust. Dans le cas de Bhysiologieil est nfessaie
dOidentifier la maue du mobile dOimprimerieopr compendre le
sens de la crZation. Lestee se coneoit ainsi diffZzmment selon la lis-
ibilitZ privilZgiZe**: la suite balzacienngait sens et est lirecomme
traces tehniqued” Ce que Souchier agle Cdire typographiqueE
ou C@ired qui se taitqur se donner ~air E (SouchigrCLe carnaval
typographique de Balzac. @miers ZIZmentsqur une thrie de IOir-
rZductibilitZ sZmiotiqueE). Entre rapport dOZnonciation et rappt de
pouvoir, la forme automatique du tee estZtrangifi&*+pour priv-
iIZgier une lisibilitZ tehnique Le dZtournement du niifa envisagZ
ici ne concerne pas la dimension stylistique ou structlie de |GFi-
ture, mais sa dimension matZriellél a pour but de changer la gr-
spective du messagédaire en sorte que 6@ ne puisse pas igner que
le mAlium estle message et quéans le cas dOun objet littZ sic@st
dansla page que ¢@ doit le checher.

Tout a changZ dans lepsg acidentale de I&if avec
le Coup de DZe MallarmZ(Christin,LOimagecte,
ou, La dZraison graphiqaé)

ConsidZrZ comme le pmier texte de la littZratue occidentale Qui
renouait les liens athasques de la pale et de IOimaggui assaiait
une nouelle fois IGiture au cielE Christin, LOimagechte, ou, La
dZraison graphiqu&A°),Un coup de dZs jamais nébied le hasad se
prZsente comme une emprise de jeu sur les origines doubles du
texte, sur son hybriditZ ente paole et image En plasant la matiee
de la lettre dans le rZgime du lisibjde texte Zmane dOunencon-
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tre entre paole et image d@- son potentiel iconique qui est, selon
Christin, ce qui lui confee son puvoir.

CrZation qui a ZtZ " igine de plusieurs engprises ditoriales, Un
coup de dZs jamais nGlah le hasad est un peme en \ers libres dis-
persZs sur onze pages doubifedZpgeant ainsi aux corentions de
la poZsie traditionnelle et classique de IGjfe de IOauteur

Se concentrant suré@pace de la pag#lallarmZ ecompose 10iran-
tion du support en recomposant IQunion ergr Zriture et ciel selon
Christin apres \alZiyAA:

e I55I=6*W 6 jIF I7? 5@ 5) ;5@> @716)7? (@ 687() >87'(
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6) .17 )7.17 &87>1(*3= 5) (1>;8>1?Z. 5 6) >)6%5! () C 81= 5!
A/@X(@7) )7>*)W ;8@= 5! ;=)61-=) . 81> ;51&*) (17> 78 23
)>1&)X &IW E=121%5)6)7MW*S})7(@) ;!=5!1?W >87/)I1% )77d
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Le jeu de dZs est " IOimage de la carte du ciel, mais sahlenest

le rZsultat dOun d&ntrement de la page et du lier SOinscrivant en
parallele dOun mowment que kh pourrait qualifier aujoudOhui de
publicitaire (meme si cela est anacbinique), soit en lien agc des
motivations commetiales, le peme de MallarmZ suit édtreprise

de rZXaluation et de ecrZation de la lette: il forme une espace
graphique Qe IQZriture se caractZrise moins par 10Zlan dOun geste
Znonciatif Blequel se touve dOailleurs figZ en stdtype dans IQim-
primZD que par le style et I0Zpaisseur charnelle ou aZrienne de ses
traits E Christin, LOimagecite, ou, La dZraison graphigléA).

Cette ppZsie de la matie dOétiture n@st pas seulement une solution
pour libZrer du poids de IOZnonciationdg ceje dOautoritZ et de
Vvoix qui Ztait censZ rZgenter tout discours comme toutngié E
(Christin, LOimagectte, ou, La dZraison graphiqdéedA), maisqur
gZnZer un dZplacement dOune instance dOZnonciation " uee autr

Invention de IGar le Coup de dZsnzessitZ un long et comple
travail dOdition, prZsentZ comme un cas en littZragutdes tensions
entre instances auctoriale etdforiale. Cela est certainement dZ en
partie ~ I@xigence et la minutie du pete, mais aussi " la difficultZ du
dialogue ente deux considZrations duxee. Le souci des marges, de
la place des mots, de leurs grandeurs, leuntigesAnOZtait passthZ-
tique il Ztait poZtique au sens oe il constituait le ppos du meme.
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Le blanc lui-meme ne signifie pas I&ift nZessaie " la lisibilitZ des
mots: il est indisseiable de IQimage dixte.

Double page ouerte, la crZation littZraie consiste ~ rZinenter un
support, celui de la rage blanche annonciatrice de mdEgChristin,
LOimagechte, ou, La dZraison graphigAdA) oe les vides sont des in-
stances dOZnonciatiorditdriales: CLes Oblancséh effet, insiste-t-
il, assument |Qingptance frappent dOalrd E dit MallarmZ lui-meme
Le travail de la @Page [E] prise pur unitZ E (MallarmZ prZface A»°Yz)
cristallise en Khtreprise rXolutionnaire littZraire* E

e 1=50;1)W 1&1W P87(1?=1&)W 787 >)@5)6)7? ;!&) <@) §>?
>@= )55) <@);8>) 5! &= *I?187 (@ ;8- ?) 6!1> ;!= &) <@) 5)
‘& -, 0, I>>)*5)6)7? (  1%8( ;l= >87 I;= 8&0)Z )
&866)7?11=) <@ (877* !55!=6* () >87 ;8-6) ;8@= 5! = )d
C@) +%'($"+ 7)?41?) <@) (j)55)W=)=A7? $ 5! ?F;8/= 1;01)
<@)5<@)> 51/7)> 8B )55)J34>>1615*) $ @7) 17?)=217187 8d
&I5) 18&)>>81F AX_f 0=1217W@"%  *",: '-: x g
* (- MLOdLPa
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LOimprtance de la page se mesuau travail de sa couleut.e blanc
fait partie de IQiture du ppeme et on ne saurait distinguer ce blanc
de la rZalitZ du supgrt®4 rZalitZ matZrielle qui est, meme si constam-
ment prZsente " la vue de tous, est aussi continuellement igaorZ
LOinestissement du blanc de la page par MallarmZ nOa dQailleurs pas
ZtZ compris par ses contermi@ins et cette pZtique Gest demeur&
obstinZmentinvisible aux yeux de tous ses commentateurs, et cela
jusqu®” nos jourE (Christin, PoZtique du blangA¥s). Ldibn rZal-
isZe en A% A par laawue Changeet le goupe dDateligiRonat/Papp),

si elle a le mZrite de gndre en compte davantage |Qionfance de
I@spacedZrite notamment comme une Zlition mise en Tuvr e E),

se fonde sur une @rspective linguistique du blanc ou sur laegle
dOinsertion du blanei, comme 1@t Mitsou Ronat dans la prZface
de IGdition, est la suivante

e 7>*9)= (@ %5!7& @71<@)6)7? 5% 8B 5! 5!7/@) !>€@ ?)=d
617* f5) 51)7 )7?¥5)> *5*6)7?> (1>38177& "~ 155!=6*) 2 I;
MSa

Une fois encoe, I0image du x¢e Bqui, contraiement ~ La Fhysi-
ologie est ici tres claile mais ut-stre trop ambigu‘D est analys¥
comme substitut linguistique dans une prspective dOanalyse
textuelle classiqugune interprZtation structuraliste qui donne une
prZfZence " la paole, reniant sa mise en espadee fait que la phrase
elle-meme se touve dZplacé de son espace dOune page seule " la
largeur de la double et que sa linZaritZ seupsuive par IGdrt im-
plique un travail de mise en page quiope une vision du tete
comme une comgsition plastique

LOinneation dOune telle dZnwdre pZtique ne se situe pas au \iau
linguistique, il ne sOagit pas de changer la langue ou de dZplacer le
centre de la narration de IOhumain au non-humain, mais aeaiv

de 1&space en ajoutant des distances, MallarmAiSperseE (elon

son popre terme) et implique |@#ture dans un champ graphique
gui invoque sa spacialisation et sa part picturéddl fait en sorte de

que Cle texte fasse corps & le papier memeE (Lette de MallarmZ

~ Edmond Deman du A» avril A»»» citZ d&wemond Demandifeur

de Mallarm¥ LOimage dute, au sens plastiquen@st pas prtZe
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par les mots il est dans ce quierOsont pas, dans leespirations,
dans la tehnique spatiale de la pagEn effet, nombe dOanalyses du
Coup de dZsnt remanquZ |Oattention " la digition ou ~ ce quéh
peut dZsigner comméa mise en espackes mots. La page a ZtZ ar-
chitecturZe de telle fason de pnzir le mouvement de leture, de le
guider dans un espace o+ le blancesDdonc plus vide mais plein
comme des murs dZlimitant un espace

CNox is not simply ead but also felt, se, unfoldd, and siftd
through.E (Sze 66)

flZgie "~ la mZmoie de son free, Nax d@nne Carson est une crZation
qui hZsite ente |@bjet littZraire et le livie dQartist& DZrit succes-
sivement comme @ pastiche of numeéred entriesk (Stang), @ tac-
tile and visual delightt (Martinuik), a Qiversion from our expec-
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tationsE (Bradshay Nax se popose comme IOagencement aéd10

jet livre et surtout son dZtournement. La crZation se prZsente sous la
forme dOunedte (A¥%,A° x ¥%,»% x AA,»» cm), contenant une seule page
de plus de AA me#is de long, plig en accalZon A°A fois et ne dis-
posant dOaucuns indicateurs paxatels:

Du c™tZ de ladeure, sur un fond IZgeement grisZ un ensemble
de fragments ditations, dZfinitions, traductions,xéraits de lettres,

pieces de pZsie photographies, gintures, dessins). De |Qa,tdu

blanc".

Livre devenu o"te Nox a ZtZ ZtZ interprZtZ comme une double
ZIZgie celle dOun fre (Michael Carson) et celle dOundvle/format

(le livreY*. Au-del” du deuil que ut en effet incarner tdganisation
matZrielle de bjet,Nax se prZsente surtout comme unemdAiation
(Wurth AY) puisque les fragments qui carspnt IOhommage sont is-
sus de la numZrisation dOun carnetgonnel de IQauteu_es tetes
n®nt pas ZtZetranscrits, ils sont en fait des images du di& d6rig-

ine rZpliquZun fac-similZ " la qualitZ erox E.

e 0)7 6F %= 820)= (1)( 6!()!7);1?%0. 8= 016 17 20)8=6
8.1%884Z 01> 1> | k51&! 8. 1W 1> &58>) I> &8@5( B 77)
I=>87WO ()&8@Q=2@%) ' Oa

La rZplication est ~ i@igine de Iéntreprise littZraie et permet de
poser plusieurs questions quant " la materdOune Tuve. Si un tete
est une matise comment ledZplacé-on dans une aui matiere tout
en respectant la logique de son organisatichComment opee t-on
une reproduction mzanique dOun objet intinREn ce sens, le tra-
vail Zditorial ne signifie pas cr&r un objet aux caractZristiques nou-
velles, mais plut™estituer des caractZristiques anciennes. Comme
soulignZ par Szde terme nous vient du latirreplicae qui signifie
CrZpondre E, CcopierE mais Zgalement (@plier E (Sze 2% est
une enteprise de ecueillement qui joue asc la mZlancolie face
une remdAliation impossible: sont ~ son sevice les dierses impes-
sions de transpances, dOZpaisseurs, deuies qui souhaitent fag
la liaison awc un m#lia qui ne nous sera jamais atteignablele

theme du wir au travers de la em4&liation est Zgalement filZ dans
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le texte*A: outre IQillusion fil& dOune transpamce ente les pages, la
section A.A prZsente la dZfinition du terrper (C” traversE) ; la se-
tion A.A prZsented@bre dOune image prZsente au pliage suivant et
prZsente le princip dOautopsida setion A.A prZsente I0Ztymologie
du termemute (formation onomatopZique ne envoyant pas au Si-
lence mais " une id€ de I@pacitZ de IO¢rhumain). Mais le concept
ZroquZ qui semble le plus " mpos est celui empruntZ par Carson
" Heidegger CScience and Rkfction E in Heideggerpp. A¥%4-»A.)
celui d@numgSngglicheaduit par Overtakelessnessqui dZsigne ce
qui ne peut stre ni AitZ ni ignorZ ce sur quoi on ecueille des faits,
des caractZristiques tout eestant au-del” La relation et la connais-
sance de |IOaefrmais aussi lagnconte et la comprZhension du mZ-
dia. Le message est ici un fant™me dans la page pulsguest une
image tehnique du pemier texte et de sa plasticitZ dZplde sur
plusieurs meties.

LOdition par New Directionsest telle que lie signifie tirer physique-
ment le supprt et voir se dZouler une page pesque sans fin. Car
compsZ dOune seule unitZ matZrielly a 10id& que tout le live
bouge dans le geste dediire. DZonstruction dOun form&Nax im-
pose un maniement qui lui est ppre?A; le pliage Qisrupts the lin-
earity of the text and intensifies our haptic orientation tward the
artifact E (Sze %%). En ce sens, Sze coadidarcomme une invita-
tion " la renconte non seulement aac un texte (Ou intertexte dans la
mesue o les fragments sont eux-memes des collages de dififes
feuilles), mais agc un objet. Sze insiste " la suite Aifdlerson que la
lecture ici nZessite de pnser en amont un espace delere*: Cette
renconte, au sens de prise de consciefi¢cest celle dOun mia dZ-
tournZ de son utilisation habituellet ainsi de ses caractZristiques et
potentialitZs hors dOun systeme dOusages.

Carson suggee ~ ce popos une |eture toute particuliere :
e 8F 8@ 0!Q!587/> ?!11&!>)[ = 8;1? (8D7!7(D 1?&01? @7d
.85(Z (1(Z)0/'5a

L®bjet impose une qustequete dOun lien ergrfragments mais aussi
quete hermZneutique sur le sens de sorchitecture. Le choix dOun
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rZcit par fragments gut dOailleurs Ztonner en ce quQil est inscrit dans
un design continu. Il a ZtZ analysZ commarmettant de Gimiter le
processus de kdure E pour Cattirer IQattention sur le nafa en tant

que dispsitif de senE** Les entrés des dictionna@s gue 16n ren-
contre toutes les tois ou quate pages) sont sur ceoint exemplaire :
invitant ~ un survol de la lecture (ien quélles soient de la main de
Carson), elles impliquent surtout de constater la struwte la page

de emaquer |&sthZtique du scraiok.

La structue interne du livie dZj~ semble efuser une analyse clas-
sique: Nox est dZpurvu des maqueurs paratgtuels issus du cgex
(numZo de pagetitre de chapite, table des mati«es). Sze avance
queNax prZsente davantage ung@loration sur le malele de la base
de donngs tel que d&it par Manovich[¥:?]:

e >!18@5?@=8=6W ! (1?!1%!>) = ):= }>)7?> 20) D 8=5( !> | 519
8.17)6> 17(1? 9.@>)> 78 8= 201> 528 7 &872=W | 7\=421G
&317)> 1 &1@>) dI7(d) ..)&? ?8)&?8E 8. >))617/5F @78%)=)(
17)6> ) Q7?7>aZ 0)3.89W (1?1%!>) 17( 7!== 121G =) 7'?@=d
I5)7)61)> Z 86;) 217/ 8= ?0) >16) ?)==1?8E 8. 0@6!7 &@5d
2@W )!&0 &5!16> 17 ) ER5@EEL/0? 78 614) 6)1717/8@? 8 . 20)
D8=5(f 178 C1&0 MMPa

E 1O0image dOune ligne du temps et dOunkesiragments sont ceux
dOune trame indivisibtesur le meme princie que celui de 1Gaive,

il n@st pas question deompre le fil entre les compsants, mais de
les prendre tous ensembléd_a structue de la page uniquelZpliable il
semble " 1Qinfini, dans un unique maament, nést pas sansubquer
la possibilitZ du saoll infini ~ I0Zran, ne muvant pas «te rem4liZ
dans un format-live Kindle LOimage duxée rZunit dans son design
toute une histoie de IGdition et de ses tehniques, du pathemin au
codex, de la copie au gchoir, de la photographie ~ IOhgptextualitZ
numZrique

Il'y aurait bien entendu bien dOae exemples passionnants " citer
des Jeux de letties sZriewE qui font de la compsante matZrielle
du texte une donng essentielle de leur littZraritZ La revalorisation
du Chow E dans la crZation littZrags qui n@st pas seulement le cas
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des Zrits de IG#an mais de toute une grspective sur un art lit-

tZraire, ouvre IOambigustZ ontologique du fait littZeait une aute

possibilitZ: plut™t que de considd#rque dans la meme assition

fond et forme matiere et sens, le fond comme la formka matiere

comme le sens qrtent aussi du sens, les crZations et leursetz

trements pZtiques nous amenent ~ envisager le fait quOil nOgu-p
otre que les effets ou vibrations du fond, de la magie(" partir

desquelles nous cods, par la suitele principe de sens).

dZplacer |Oattention dexfrience humaine des choses aux

choses en tant que tellesopr souligne la participation ac-
tive de foces non-humaines dans legsfiements du monde . Ce que
I®n pourrait rZsumer pawitale, vibrantedZsigne chez Benett iGe
capacity of things Bdibles, commdities, storms, metal® not only
to impede or black the will and designs of humans, but also to act as
quasi-agents or fares with trajectories, popensities, or tendencies
of their own E (iiii). Bennett inscrit cette rAexion sur la matiere vi-
vante et la foce vitale inhZente dans une histo@ longue de la
philosophie @cidentale ¢itant notamment kant, Bergson, Hans
Driech, mais aussi Spinoza, NietzscHéoreau, Dawin, Adorno et
Deleuze).

D ans son ouvrage&/ibrant Matter Jane Bennett mpose de

Si cette these concerne davantage la thi& politique (notamment
les analyses glitiques des ¥esnements publicsY, elle a le mZrite de
se dXelopper autour de la notion denatZrialitZ vitaleforce qui tra-
verserait les corps quOils soient humains ou neinqui donc dans
IOappiche de Bennett ont des implicationlitiques concrstes). Le
concept de matZrialitZ vitale nous ing&se ici dans la meseros,
ZtiquetZ de nousau matZrialisme (terme qui comgnd en soi une
grande diersitZ dOappches Gamble et al.)), il constitue une prise
en compte de la matie en essayant d@#r son essentialisation, ce
qui se traduit par le fait de consid&r que cette matiee existe en
rZseau ou englation awec son envionnement. Les choses non-hu-
maines n&istent quén interaction aec dOaués chosesdont hu-



maines). Comme |Oapphe des thdries des mdias qui dZfend la
participation active du m#lia dans le monde et d&ntre la per-
spective traditionnelle dOanalyse du conteners le contenant, le
matZrialisme vital/actif se @se en tension ac plusieurs traditions
philosophiques Ztablies, de Hegel ~ Haimas, qui consident les
choses matZrielles comme des ZIZments passifs, inertes, soumis
IOaction humaindaissant une suprZmatie au sujet humain et ~ son
expZrience de la nat@). Les choses ne sont ainsi pas dégetsau
sens sZmiotiquec®st-"-dire que leur valeur et fare dOaction ne sont
pas eclusivement dZtermings par le sujet @nsant.

Or cette vibration sert aussi de rZsistance au risque deséntiali-
sation qui revient ~ penser ces fares dans 10immobilitZ dOun objet
qui n@st alors pas moins abstrait dans son incarnation.@gwibra-
tions, ce que Wb dZsigne par le langage comredexte, le mZdia, la
matiere sont en fait un ensemble constituZ des dynamiques qui les
co-construisent. Pour lutter congrlOattraction dOune essentialisation,
le pluriel est un pemier remede: Larrue et Vitali-Rosati psposent
I@xpression de @onjonctures mdiatricesE comme une @lural-

itZ irrZductible de foces en jelE (Vitali-Rosati, Qe fait numZrique
comme C conjonctws mdiatrices EE) pour identifier un principe

de multiplicitZ en action @ moving combinations that form the ele-
ments in play at the time of the actio& (Larrue et Vitali-Rosatf).La
notion de conjonctues mdiatrices Ecomme Qes ZIZments quiga-
mettent, que " un moment et dans un espace dore¥ se poduise

un phZnomene de mdiation E (Larrue)® sQarticule ~ une ri&kion
matZrialiste du monde o rZsonne laatter mattersle Barad: soit
une pens2 oe sont identifiZs des agencementst des dynamiques
de relations. Ce que ¢ pourrait nommer parmatiere est un ensem-
ble de foce dOactiomset dOpZrabilitZs*dont dZrivent les chosed
Dans la lign2 de cette considZration sur les mats du mondgle
mZlia ne geut ici plus stre considZrZ comme un objet mais comme un
ensemble de fares dOactiognjonctures) qui fonctionnent ensem-
ble par rZseaux de discoufsll nOy a, dans cette rhZtorique quisO
pose " celle de IOimmatZrialifgas de sZparation errdes foces ab-
straites (liscours, @ns2, concepts, &itures) et des fares concretes
(matieres, supprts). Consu comme matie vibrantg le m#lia ©u le

IMAGINATIONS
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texte puisquQil en est un) sera dZfini alors comme un as#pndi-
visible de ces ZIZmentj¢e IOappche distingue selon son orienta-
tion, sa perspective dGbsewation) et qui, en tant que tel,>éste en
relation avec des foces humaines et non-humaines.

I nOy a donc, dans cetterspective, pas de fond et de forme dustte
sZpargs mais un seul et meme ensemble de dynamiques matZrielle-
ment inscrites, quinvententiOZran, le princige de sens, le princig

de matiere textuelle Zgalement.

e77);,@7?;!>;1=5)= (@7 = *)5W 71 (@7 &7 7) ;@7
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) ? 5) 787dF6%851<@)Z .@>187 )7?F&)> (1.. *5)7?> *5*6)77>

c (877 51()771.1&17187 7)5Q <@) (@ /)> ?) () 5! &=1?1<@) 512d
2*413 ¢ (877) 51)@ $ @7) 6@5?1;51&17* jW$ @7) 6@5?1;51&17*
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Le fait littZraire Zmane dOun ensemble de pratiques qui sOincarnent au
sens o elles jouent, nZgient et meme dZplacent une plastique des
signes.

CplastiqueE permet dénvisager |OhybriditZ des formes et
matieres du tete " IOZran Pnotamment IQingrtance du
processus de natelage dans leurs constitutiod® et de la conseer
en mouvement aec l@nvironnement dOinscription. Dans les philoso-
phies de I€sthZtique ce terme dZsigne ce qui dalle de la qualitZ
esthZtique de la formese qui va donner un elume donc une foce
de prZsence une reprZsentation. Art deaproduire ou de crér des
formesplastiquedZj” des la dZfinition quéh donne D, C[m]atier e
qui, " un certain stade de son Zlakation, peut subir une dZformation
permanente et pendre la forme qué dZsie lui donnerE (Matisres

T erme principalement emplZ dans le milieu des Beaux-arts,
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premisres A°Y4A), implique un moement et une foce dOaction au
creux de ce mowment:

er ) 7)>?<@F 6) 7?17? )7 Cl5)@= 16;1?7B1%5)6)7? W ;= ()
;@ ;=8&*(*> ;51> ?21<@)¥ 5)> >I1551F9)>>10> <@1)F()7? 5!
>&-7) >)7>1%5)W 5)>845> <@£5§?)77? (17> 5))>;!&)W 5)> ;5!7>
.@F77> <@1 F877 ;1= ?1&1))= &) )>!&)W ?8@7? &) <@1 Y12 @7
%58& (8772 5)> *5*6)7?> >87? >851(J2W } 5) £206) >)&=) ? <@1
5@1 &8%) 5j@71?* (17>5) 68@¥B)7? Z~ '@3) ? 8@281> MKPa

La notion deplastiguebissue degextes plastiquegqui sont les po-
duits dOunpratique de crZation grsonnelleb a pur horizon de rZu-
nir ~ 1I0Zran plusieurs asgcts des enZgaiations 1ZguZs par le fait
littZraire, dont la non-fixitZ la technicitZ de son image et le moav
ment ou la foce performante de son arrangement physigugen ef-
fet, les textes vidds que jOai Ztablit dans la catZgorie deet® plas-
tiques se evendiquent comme tetes mais ne puvent stre coneus en
dehors de leur inscription dans un espace qui est un espace visuel
en mouwement. Le pocessus de montage des motsp@Essus qui
est une &tension de la mise en espace dans la pagestallise une
entreprise de crZation qui souhaite justement prZsenter lkehtec-
itZ de 10image duxt : c@st pace qulil comgue dOauts rZgimes
dOitures gonor, visuelle en mouement, vibrante), que le ke
numZrique est tete. Le travail d@fiture est un travail de encontie
et de confontation concrste aec le m4lia, a\ec sa densitZet ce qui
peut para’te comme une hybridation du tée (mais qui nést en soi
que la pursuite de la question @ow to deal with text ? E dans un
nouvel envipnnement?’ est en rZalitZ uneecherche dOune xéure,
dOune plus grande visibilitZ de I0imagana&ue mur provoquer sa
prise en compte par leegad. Comme une anamorphosé sOagit
dbindiquer un auwtrangle débsewation, pour justement rapeler une
conception du t&te comme un poduit issu dOune fabricatiomlfori-
ale, comme une compsition poZtique visuelle autant que tehnique

Recherche de cohZmnce dans IOagencement des dynamiqueltes
IOappche plastique du fait littZrag Zoque sous bien des asgis
une pens2 de la stigmergie apps£ aux sciences humaines et aux
arts tel que poposZ par yens*: Entre anamorphose et stigmergii

IVPNCIVNRIOI Y [SSUE 14-2, 2023 &4 66


https://blank.blue/textes-videos/#textes-plastiques

plasticitZ des signes est un c&htrement, moins vis-"-vis dOune tra-
dition de IOabstraction et de |IQimmatZriatjtie vis-"-vis dOuneos-
ture déssentialisation dans leeprZsentation, I0Ztude et la conception
des crZations. Laqursuite du fait littZraie est en ce senso@erture

" une rZflexion sur les agencements matZriels du monde dont les pra-
tiques hZritent et rZactualisent leslations constamment.
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Figure A : Balzachysiologie du mariag@age AA°. Soce gallica.bnf.fr / Bib-
liothe que nationale de France

Figure A : Balza®hysiologie du mariag@age AAA. Smergallica.bnf.fr / Bib-
liothe que nationale de France

Figure A : Balzaghysiologie du mariag@age AAA. Saergallica.bnf.fr / Bib-
liothe que nationale de France

Figure A : MallarmZPremier Ztat du Coup de dZs. Manuscrit autographe
(fArrier-mars A»°Y4). commons.wikidia.org / WikimAlia.

Figure % : MallarmMaquette autographeagril-mai A»°%). commons.wiki-
media.org / Wikim#ia.

Figure 2 : MallarmZf preuve du Coup de dZsqur |Odition d@mbroise \bl-
lard (A»°Y4). commons.wikimie.org / Wikim4iia.

;(>1

CL®util informatique, nZ par et pur le calcul, a ramenZ au meme
procZ d@iture numZrique les tetes, les arts et pratiques de IOim-
age les sons de la musique et de laix vibrante Cette atension
manifeste une telle ampleur que leduble nous pend ~ parler encoe
dO®@#tured Pourtant, oui, la machinedit et Zrit tout. E (Heren-
schmidt)

.)>>

C Souwent coneues comme leecteur de changements majeurs, les pra-
tiques numZriques constituent unecoasion de mieux comgndre le
fait littZraire en faisant appara’¢rde manise plus plicite que jamais
des aspcts ontologiques qui, en tant que tels, ont une valeur atem-
porelle. E (Monjour et al.)

A.  Terme vaste sur lguel on sOacatera pur le dZfinir comme G non-

anthropocentric realism gounded in a shift from epistemology to on-
tology and the ecognition of matterOs intrinsic activity Gamble et
al. AA»).

A.  Qui compennent ici la tradition desMedia Studieganglophones ~ la
suite de McLuhan et germanophones ~ la suite de Kittl&igcourse
networks gfitit/gdNiet les Ztudes de QintediafitZs.



E LA POURSUITE DU RAIT LITTfRAIRE

Ya.

Y.

Ya.

».

CLOune des principales tensions qeirgistent au sein dOunevoe
universitaire dZ/eloppant une gpertise multim#liale concerne le
traitement du tete. Il ne sOagit pas dOunehi¥matique nouelle
ni dOune mblZmatique popre ~ IOdition Zlectronique Une fason
de traiter le texte dans une langue ernaculaie orient®2 Zran est
de le considZr comme une instance de IOimag@ette solution im-
pligue gZnZralement le dZplacement duwteebrut vers un format ty-
pographique oe la palette des ®pressions est Zlargie auolices de
caracteres, ~ la mise en pag€ la couleur ~ la composition, au con-
traste " I@pacitZ " la dynamique etc.E (traduction de |Qaute)r

Et en parallele le hiatus fZminin/masculin selon un systeme qui val-
orise IOuri®homme quignse et dicte le sair) et dZalorise I0autr(a
secrZtaire qui transcrit le sawir) (Vitali-Rosati & al.PensZ et colletif
dans la matZrialitZ de nosrifures(article ~ venir) ; Mellet, Manifeste
des ptites maing

CMedia determine our situatiorE (Kittler, Gramophonefilm, type-
writer), dZtermineest ici ~ compendre au sens ontologiquelé |Qalle-
mandbestimmei

Une prZsentation plus dZtaiiZde sa r4éxion des liens ente texte et
image se tuve dans Mellet§ Mais Ztaient-ce des signe€p

C[L]OZriture est n2 de IOimage [E] I0image elle-meme Ztait aid-
paravant de la dZouverte Bc@st-"-dire de IQirantion B de lasurface

elle est le poduit direct dela pensg de |@Fan E (Christin, LOimage
Zerite, ou, La dZraison graphigug LO2#an est ici ~ compendte dans
une acception largecomme espace simultanZ dOinscription et de diffu-
sion.

C[U]n tracZ nést rien sans le suppt sur lequel il sOinscrit et quOil
ne peut se dZfinir comme un signe qrOelation awec lui. E (Christin,
LOimagecite, ou, La dZraison graphigfies)

L®cZrisation dispnible sur Gallica ne fonctionne bien entendu pas
sur ces pages et signale deseens.

Ce qui se etrouve dans la these de McLuhan t@e malia is the mes-
sageE, le mdia supplantant le message

Plut™t ipnique pur un extrait qui les rZunit dans le signe

L@xtrait est un des raes exemples Qlans lesquels |Oauteur [E] met en
valeur I&pression ddOimage duxtée " travers sa pratique de mZti-
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A¥,.

Al

Ay,

er. E (SouchierCLe carnaval typgraphique de Balzac. 8miers ZIZ-
ments wur une thbrie de IQirductibilitZ sZmiotiqueE A - italique
dans tecte original).

ClLe texte, un mot que tymgraphes et littZraies partagent mais pas
nZcessaiement aec le meme sensE (Souchier CLe carnaval ty-
pographique de Balzac. @miers ZIZmentsqur une thdrie de 10irrZ-
ductibilitZ sZmiotiqueE)

CCe carnaval tymgraphiqudE] fait donc partie du texte. (Souchier
ClLe carnaval typgraphique de Balzac. ®miers ZIZmentsqur une
thZorie de 10irrductibilitZ sZmiotiqued) E. Faire partieici me semble
peut-stre trop doux: le carnaval typgraphiqueestle texte.

La notion de dZsautomatisation, alirangisationtelle quOZnonepar
Victor yklovskij et Gayraud dZsigne un pcZdZ artistique visant ~ sus-
citer un sentiment dOZtrangetZ face " la crZation, soit ~ dZsruire ap-
proche dite CautomatiqueE. Léemple donnZ par Chkigski est no-
tamment celui duCheval de Tolstoe, un rZit qui se fonde sur la pr-
spective dOun chal pour rompre awc les habitudes de la narration
littZraire.

Dont la premiere dans le num#r Av4 de laevue Cosmoplispar Arman
Colin en A»*Yle projet abandonnZ ~ la mort du gete avec Ambrise
Vollard ; la republication de A°AA aux fditions de La Nelle Reue
franeaise par Edmond BonnigtIOdition de la RZiade de AAAOH-
tion en fac-similZ de Gallimaren A%»; la republication de AAAA par
Michel Pierson et Pty.

Ce nombe varie selon lesditions, la \ersion dans laevue Cosmoplis
de mai A»°Ys Ztait concengr£n © pages ecto-versq la version de
Firmin-Didot sOZtalait sur AA grandes pages (A» sur A° cm).

Paul Claudel le dZsignera Zgalement dgrgnd peme typographique
et cosmogoniqué.

ClmpactZ moins par uneg¥tique littZraie que par &ploration ty-
pographique des journaux papiers  ce qui lDamene " disetalpage
et~ jouer de la mesue graphique du signeA%: b et d@auaffiches -
visZe publicitaife comms£s autant de vides que de traces, MallarmZ
invente I&éan sur le papierC@st-"-dire quOil ense la page papier au-
del” de ses estrictions classiquegj(0il sOagisse de format ou de mise
en page du tete) E (Mellet, CMais Ztaient-ce des signe&R
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AA. De son popre aweu, il ne semble pas que MallarmZ ait ewanche ac-
cordZ keaucoup dOinsptance " la typographie mais il aurait prZfZrZ le
Garamond au Didot.

AA. E ce propos, MallarmZ dira de laarsionraccoucie de la evue Cos-
moplis qu@lle avait ZtZ rZalis/ainsi pur Cne romp[rle pas de tous
points awec la tradition E, sur ce pint voir (Christin, PoZtique du blanc
RAA).

AA. Ce blanc deait dOailleurs <& plus vaste puisque les Zpnes du
poeme issues de IOimprimerie Firmin-Didot prZsentait des pages de A»
sur A° cm, soit des doubles pages de plus de %A cm de lac@sition
de A°AAGallimard) a fait IGzbnomie dans les marges.

A%. 1l est dailleurs plut™t dr™le que des librairies ou sitesrde e
dZrivent comme Civre reliZE.

Al.  Cas much an artifact as a gie of writing E (AORourke).

Av,.  On trouve un aute exemple de cette organisation du ligrawec La
prose du fanssibZrien et de lafite Jehanne de Frande Blaise Cen-
drars, mise en forme par Sonia Delaunay , dZsignZ commele@ier
livre simultanZE Cendrars A%.).

A». E la diffZrence dela prose du fanssibZrien et de lafite Jehanne de
Franceoe le c™tZ gauche et le c™titdioivent stre lus.

A°.  Tanis MacDonald dit qu&lax Cenact[ing] its ovn parado by offering
itself as an epitaph for Michael Carson, but also for the idea of the
book itself E (MacDonald ¥%4¥4). Oeup en ce sens compndre I0Z1Zgie
culturelle dans le design de laotte: non seulement dZmantslement
dOun format, mais Zgalement figuate cecueil.

AA.  On peut " ce propos penser " |Gaura ddiér e ddart selon Benjamin
CEwen the most erfect reproduction of a work of art is lacking in

one element: its pesence in time and spacks unique &istence at the
place whee it hapgens to ke. E (Benjamin et ap. AAA)

AA. Pourne pas aller coné&la logique du live ou y appser la mienngles
extraits sepnt citZs selon les stons.

AA. Il est dOailleurs plut™t dr™le que des librairies ou siteerde e
dZrivent comme Civre reliZE.

AA. DZcrit comme Qhot exactly a companionable objeE (Motion)
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AA.

A%,

Avs.

AYa,

AA.

AY,.

Cl have arguel that we can lest understand the materiality of Noby
considering not what it is but what it asks us to d&€omplicating its
status as an ob for passie aestheticeception.E (Sze Vi)

CNox thus gives us a heighterstawaleness of eading as a spatialize
and materializd activity. E (Sze ¥5»)

CBy limiting the reading pocess though the fragmentation, attention
is drawn to the mdium as a signifying tol. E (Palleau-Papin ©)

On peut citer pour le plaisir de la listeCent mille milliads de pemege
QueneauCompsition rgde Saprta, Tree of Cdesde Jonathan Safran
Feer.

CMy aspiration is to articulate a vibrant materiality that runs along-
side and inside humans to eéhaw analyses of plitical events might
change if ve gawe the foce of things moe dueE (Bennett viiii).

Ccombinaisons en mowment qui constituent les ZIZments en jeu au
moment de Oactidh (traduction de 1Oaute)r

LOune des diffénces imprtantes cepndant ente Bennett et Barad
est que la pemisre ance le principe de vitalitZ de la matiee dans
la distinction ente vivant et non-vivant, tandis que la deuxieme le
dZfinit comme ce qui est “déigine de ces diff&nces dOZtat.

E propos de la matiee : Cis [E] doing E (Barad A%A).
Chow it movesE (Nail) ou Qvhat it doesE Gamble et alAAA).

Thing-powerest dZfini comme Ghe curious ability of inanimate things
to animate to act, to poduce effets dramatic and subtl& (Bennett
).

La formule QrZseaux de discours fait ici rZfZence " |@ufscheibesys-
tem de Kittler (Aufscheibesysteme gfiul, gdutaduit par Discourse
Network (Discourse netovks gfitit/gdui est un terme de la thofie
des miias et qui dZsigne @ rZseau de &hniques et dOinstitutions
[E] qui p ermettent ~ une cultue donn# ddadsser de staker et de
traiter des donngs ertinentesE (ddas Netzerk von Techniken und
Institutionen [E], die einer gegebnen Kultur die Adressierung, Sp-
icherung und \érarkeitung relevanter Daten erlaubnO) (KittlgrAuf-
scheibesysteme gfitit, gdtAriraduction de 1Oauter

Souchier justement emploie en citant commeeenple Execices de
stylede Queneau le terme deffasticitZE du tecte (SouchierGCLOIm-
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age du tete pour une thrie de IO0Znonciatiomiforiale E) et Sze parle
de la GthingnesskE deNax en tant que pocessus de la matier davan-
tage québjet sZmiotique (Sze Y2¥4).

AYs. DZcrite comme lle phZnomene d®une structiproduite par une
sZrie dOindividus qui en dZtermine de fasoouidive le commrtement
[E] en zoologie [E] E.
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If androids dream of eletric sheep, do
replicants ead analog neels? In the
dystopian sci-fi world of Blade Runner
+U6AAAYS), literaiplays a compbe
role. In particular, the film engages in
a multi-leveled way with Vladimir
Nakokov's novel Pale Fie (A°%A). A
hardcover copy of the book appears in
one scengand it is quotel and cwert-
ly referencel in others. These apgar-
ances ae like metafictie keys to a
pattern of possible meanings, tlaugh
which the film both emiodies and e-
flects upon its metha of archival
replication. etween
codex, sceen, and holographic ndia,

Translating

the film reanimates its sowe mate-
rials, dramatises the affinity &ween
literary texts and emidied life, and
suggests that literatue may k& a \ec-
tor of resistance to tehno-capitalist
archival contiol.
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Si les andosdes rvent de moutons Zle
triques, les rZplicants lisent-ils des+
mans analogiques ? Dans l'ueits dys-
topique de science-fiction dBlade Run-
ner +UB®AAAYL), la littZramjoue un r™le
complece. En particulier le film sengage
" plusieurs niveaux aec le roman Pale
Fire (A°%%A) de Vladimir Nakov. Un
exemplaire reliZ du livie appara’t dans
une sceng et il est citZ et rZf&ncZ dans
d'autres. Ces apparitions sont comme les
clZs mZtaficties d'un malle de signifi-
cations mssibles, " traers lesquelles le
film incarne et rZiZchit ~ sa mZthale
de reproduction d'achives. En passant
du cadex " I'Zcran et aux supprts holo-
graphiques, le film rZanime ses saes,
met en scene l'affinitZ ene les tetes
littZraires et la vie incarng et suggee
que la littZratue peut stre un vecteur de
rZsistance au contr™|etmo-capitaliste
des achives.

f androids dream of eletric sheep, do replicants ead analog ne-
els? In the dystopian sci-fi wrld of Blade Runner +U§BRAAA®;
AAAY,), theeel to an adaptation, literat plays a compte



role: as sowe text, as a symbl of human cultue in a post-human
future, and as aeflection upon themes of originality and eproduc-
tion, plural authorship narrative ambiguity and moe. In particu-
lar, the film engages in a multi-keled and strangely playful way
with Vladimir NabokovOs neel Pale Fie (A°%2A An old hadcover
copy of the book appears briefy in one sceneNa surprising detail
in a futuristic world of sentient holograms andlyiing carsNand it
is quoted and cwvertly referencel in others. These apmarances &
like metafictive keys to a pattern of pssible meanings, vging re-
fractions of the image of Opaledid or light eflected from an elusie
original soulce BR+Udds structured as a pocedural mystey that
unfolds through a sguence of achival revelations though which
it both emlodies and eflects upon its methal of archival replica-
tion to create a kind of ecombinant achival poetics. Tanslating ke-
tween calex, sceen, and holographic ndia, BR+-ud&rchives and
reanimates its filmic and literar precursors, questioning the links
between presewation and entopic decay, and ketween literature as
a malium of contol or a vector of resistanceWithin a patriarchal
techno-corprate world that violently reinforces toubled bound-
aries, the eading and ciculation of ooks functions as a sign of dis-
placad humanity. In the film, books ae mortal odies, while lod-
ies kecome textual archives subjet to uncanny eplication and vi-
olent erasue. If replicants ead analog neels, the also write ele-
tric dreams: the design of artificial life is figed as authorshipand
artificial memoly as cylorg writing. In analysing these distinct but
overlapping layers of meaning, | argue that the filmOs engagement
with Pale Fieimplies a playful questioning of hermeneutic authority
and an undermining of authoritatig narrative framing, while offer-
ing clues to a subersive matriacchal politics, and to an opn-access
future literature base on the illicit circulation of texts, bodies, and
interpretations that could beak the informatic contol held by the
patri-archive.

The first part of my argument ramines what it could mean for an
artificial life form such as a eplicant or holographic Al to ead lit-
erature, particularly a ook like Pale Fie. Reading like a eplicant,
in this section, opens questions of memgrand personal identity
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cultures of literay transmission, and the diatgic of freedom and
control. In the seond part | shev how the fimOs plot migresses
through instances of ahival reading, though which the film dra-
matizes the elation between textual emtondiment and achival rean-
imation while also eflecting upon its own complex appropriation of
its source materials. Finallyin the third part | reverse the grspective
and argue that the filmOs metafiiuse ofPale Fieleads us fom the
idea of eading like a eplicant towriting like a replicant. My ead-
ing of BR+0ds intertetual OadaptationO Bhle Fie takes th@reti-
cal inspiration flom N. Katherine Hayles and Donna HarawayOs ideas
about forms of cylorg literary embodiment, Gilles Deleuze on litera-
ture and contol, Linda Hutchen on adaptation, and Jacques Derri-
daOs notion of ahive fever; | also eflect on recent critical work on
both BR+u6andPale Fie.

As a seuel to a film adaptation of a neel, BR+udthvolves a comple
relation ketween visual and tetual media; this is th heightenel
and symlolized by the way it splicesPale Fieinto the narrative. Di-
rector Denis VilleneueOs intagst in linguistic themes and literar
material is ident in his first sci-fi film Arrival (AAAY). Warival, a
bookish linguist vhose libray we se in an early scene) is tasile
with interpreting and translating the non-linear language of an alien
species. The stoy pivots on an &trapolation of the Sapir-Whorf hy-
pothesis, in which linguistic elativity not only conditions gerception
of reality but alters eality itself. As Stephen Mulhall obseges, Ar-
rival and BR+0ud&hae an Ointegst in the way language can inform
and transform thought and xperience (Mulhall AA). IBR+U8Vil-
leneuwe @eclares a conviction that language is as much part of the
resouces of authentic contengrary cinema as vision, and that any
inheritance of a cinematic unigrse that luxuriatel in the visual as
much as ScottOs wiletirue to VilleneueOs dectorial identity only
insofar as it can synthesiseavd with imaged (Mulhall AARR+080s
complex engagement withPale Fieis emblematic of this synthesis of
the visual and the literay, and it suggests a futer for literature not
only in its intertextual afterlife but in its avn right as an irreplace-
able emlodied medium.



w

ed from BR+u@d&he much-anticipatd sequel to director Rid-

ley ScottOBlade RunnegA°»A), but thg prove to be crucial to
the story and its possible meanings. The nefilmOs nominal heris
an artificial human knavn as Officer KD%-A .4, or OKO for shokt{
ly a literary allusion to the cipher-like potagonists of Franz &fkaOs
bureaucratic nightmaes). | say Onominal e lecause although he
is appaently the main characterhis agency and efficacy arprob-
lematized by a shift in perspective introduced by the filmOs literar
intertextuality. K is a poduct of the Wallace Corpration, and his as-
signal vocation, like Rick Dekard in the first Blade Runnefilm, is
to hunt down and kill rogue eplicants. A a blade runnerK erases
others like himself, making him a nehanically brutal defender of
the very hierarchical oder to which he himself is subp. Surpris-
ingly, however, K is also a eader and his fawurite book appears to
be NatkovOs neel Pale Fie. This is a \ery interesting choice on a
number of levels.

I iterary themes ae not what most vievers would hawe expect-

Pale Fie is a masterpiee of ludic literatue, an intricate concate-
nation of word games abut literature, exile, madness, and life and
death. At the heart of the neel is a °°°-line poem by the fictitious
poet John Shadalso entitlel OPale RO but the majority of the no
el is a parasitic scholarly commentaand inde by a highly unreli-
able narratoy Charles Kinlote, who insists on his an overbearing
interpretation of the mem. Kinlote claims that Shade was @otly
inspired by his avn tales of the (fictitious) kingdom of Zembla, and
that he is a king in a&ile being hunted by an assassin. Shads p-
em, havever, is (@t least on the surface) agem of mourning for his
dead daughterHazel Shadeand a méelitation on the possibility of
life after death. Complicat parallels and ehoes ketween the -
em and its &tensiwe paratts suggest elusi @nd allusive) mean-
ings, particularly the notion that Shadés pem may actually kb Kin-
boteOswn work, or that KinboteOs commentamay be Shad®swn
joke. In short, this is not the kind of bok one would expect to see
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a replicant reading, or to se referencal in a blackbuster science fic-
tion movie. What can it mean?

First, it suggests that literatuw functions as a sign of displadenu-
manity (@ OhumannessO that is not essentiallydfitceany particular
physical embdiment). In an early scen&Os holographic girlfriend,
Joi, picks up a hatcover copy of Pale Fie and asks if K will ead to
her (see fig.A). O hate that wokO he eplies. Why des Joi hate
Pale Fie? One critic suggests that it isdgsause as a eflection of KOs
unexpresse emotions, she is able to hate what he mjuired to ac-
cept, or Ogrhaps Joi just foundPale Fie disapminting after loving
Lolita. Who knows?O (Ericson AA). bwd suggest instead that it is
because as a holographic life form mjected by a perishable ele-
tronic device and ppgrammel to seve a human aner, she is un-
comfortably close to Opale d herself, a merreflection of anoth-
er personOs dess. Havever, as | will argue in moe detail kelow,
there is a strange affinity btween K, Joi, and thedok itself: all three
are forms of artificial intelligence respnsive archives of humani-
ty embodied in different material substrates. For mothe question
remains, why vould a replicant want to ead any ook, let alone a
strange n@el such asPale Fig? Literature has leen understod as a
vital mode of human self-interpetation and self-unfoldingNart is, af-
ter all, Oa means of human seegjesisO (Iser xiii)Nbut what could it
mean to an artificial life form such as Officer K, whoemingly has
no self to spak of? What d&s it mean toead like a eplicant?

Reading physical tioks sems to help eplicants lecome moe hu-
man. Replicants @ ObrnO fully-gown; they have no childhad, and
are suppliel with just enough implantel memoyy to provide a basic
sense of prsonal identity In the first Blade Runnemovie, replicants
cling anxiously to their colletions of photographs, material traces of
the artificial memories on which their fragile sebs ae basd. Lit-
erature, however, could supply an ashive of high-grade memaories
to enhance a scant biography andefe electric dreams of what it
would be like to be Obrn not maded INBR+uddhe memoy designer
Dr. Ana Stelline emarks that Oauthentic memoriesOnstructel by
her help to Omaintain a stable gutuctO in Vellacs army ofepli-
cants. Similarlyin the first Blade RunnefMyrell explains to Dekard
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that replicants ae given artificial memories bcause OIf egift them
the past, ve create a cushion or pillev for their emotions, and conse-
quently we can contol them ketterO The consensus wes that for
replicants, stable grsonhad and functional eliability are basd on
the interweaving of memoy, emotion, and identity; and ultimately
Omemories arusel as a mehanism of contolO (Hersmink and Mc-
Carrol °A). ‘et there is moe at play inBR+080s depianent of Pale
Fire fictional literature offers something inxcess of prsonal mem-
ory, something like a patterning of @ssible human xperiences, gen-
erative of deeper psychological and moraleflection, not to mention
aesthetic pleas@r and intelletual play all archived in the form of
the relatively durable papr cadex, a semingly antiquate technol-
ogy that is not degndent on eletricity after its initial production.
Artificial memories ae a means of conti, whereas literatue has a
more ambiguous,\een liberating status.

The notion of literatue as a prtable achive of human &perience
is borne out by the short pequel film +udf: Nohee T Run(AAAY:;
screenplay by Hampton Fanchersceenwriter of the full-length
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movies) in which another literay came signals the imprtance of
the printed book. Set immeiately before the action ofBR+u6dhe
story focuses on Samy Morton, the burly ieplicant whom K kills
in the first act of BR+ué@roper. Saper is sen lending a pung fe-
male friend an old haicover copy of Graham Geené)sThe Pwer
and the Gloy (A°AA; sefig.A), aplaining that OltOs ailit an out-
law priest whds ting to understand the meaning oféing humanO
(Scott AAAYs). Moments latee defends his qung friend and her
mother from seual assault by a grup of men, theeby outing him-
self as a eplicant and pecipitating his imminent death. Literatue
functions hee as a sign of displacehumanity, a material form of
narrative linked to a bundle of traits such as empathyulnerability,
geneosity, courage and self-sacrificewhich seem to ke lacking in
the dominant class of actual humans. Sappvas designe to be a
war machine but he has dierged from his pogramming and sems
to have humanizel himself through reading. Reading like aplicant,
in this instance is not alout creating a base of artificial @rsonal
memories, but rather the unfolding of alternatvpossibilities for the
self and ethicalelations in an opn yet dangeous world.

This preliminary narrative provides some conte for Officer KOs lit-
eraty interests, ¥t his choice ofPale Fie in particular remains sur-
prising. It is a pstmadern metafiction with a comphe and inwvolut-
ed narrative structure, replete with word games, intricate interte-



tuality, and intellectual playfulnessNnot the obvious choice ofad-
ing material for an artificial assassin. It is arxemplary ludic nov-
el with deep intertextual ties to English and Russian litenattradi-
tions; it is also Oa humanist game desidne be read and e-read in-
exhaustiblyO without finding a single conclusiinterpretation (Kar-
shan AA¥,). LiBR+uddPale Fieis about adaptation and elusi ori-
gins. The title itself is an allusion to Shakesae: OThe manOs an
arrant thief/And her pale fie she snatches/Bm the sunOTjmon of
Athens IV.iii). The image of pale fe is emblematic and multifac-
eted. NatkovOs neel is in part a comic eflection on the reseach
he conductd while translating PushkinBugene Onegimto Eng-
lish, and the game inslves @ramatising the intert&tual puzzles he
facel as an ditor, and inducing his eadership to shar in the chal-
lenge of seathing for souces and origins, gems and congntions,
reminiscences, coincidences, and qiiesO (&rshan A°Y.). Eret-
ding Pale Fiein the DNA of BR+udthus implies a playful question-
ing of hermeneutic authority and an undermining of authoritatv
narrative framing, which our eplicant Officer K is in no psition
to grasp Indeed, it is ironic that K is a eader ofPale Fig, a novel
that undermines its wert protagonistsO claims to centraligince he
doesnOt amar to recognize his avn decentred position in the narra-
tive. This perspective also povides another anser to the question
of why Joi hates the neel: its unconentional narrative form ques-
tions reliable patterns of identity and causalityhich could destabi-
lize her softwae and imgede her function as agassuring companion
to K. Ralrigo Frestn discusseBR+udé his recent essayistic neel
The Remendred Part commenting that it is understandable that Joi
would dislike Pale Fie because it is Oadok that forces you, when
reading it, to ask who is whpwho created whom, who «ists and
who doesnOt, whoememlers whatOsememiered and who emem-
bers what the/Oe been forced to rememlerO (Y2AY4)8libling ques-
tions for artificial beings acting in the integsts of their ceator.

The humanizing factor is further complicateby the tokOs apgar-
ance in a diffeent contet, one that suggests that literatermay also
be part of a system of contid. In BR+udd&he classic gigt-Kampff
empathy test, useé to detect replicants hiding in plain sight, hasden
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replacel by a nav Obaselir@ test desigmeto constrain affet and
control behaviour The test is in a way emblematic of Villenee®s
blending of visual and literay idiom, for, as Mulhall pints out, Othe
baseline test privileges linguisticespnsiveness ger physiological
visibilia as the most effetive madium for revealing a eplicantOs in-
ner lifeO (AA). In this scere cold debriefing after having just &r
tiredO the eplicant Sappr Morton, Officer K ecites a contol text
while being aggessiely questioné in a way that sems calculate
to provoke any feelings of esentment he might hae developed in
relation to his subaltern and muakerous le. The text of Officer KOs
baseline test, which sounds like a strange mantra or hymn to his arti-
ficial origin, is lifted from the ppem OPale F6 NabkovOs tet reads:
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Officer K recites the lines while an unsen agent interrupts with lel-
ligerent questions and demands tepeat certain words. Abstract-
ed and deontextualized, the text has keen repurposel as a tol of
domination, educed to a command signal in a system of coatithat
sustains a state of gst-traumatic dissoiation in its subjet. Litera-
ture may ke captued by this system, but it can alscesist. Haraway
Hayles, and Deleuze havall arguel that we ar living in an era of
informatic control, but, as Deleuze writes, Otkeis a fundamental
affinity between a work of art and an act of esistanc® (AAYz). Art
resists deay, and it resists contol, though it is subjet to both, and
therefore eists in a vulnerable and pcarious situation.

In contrast to the baseline test, Officer K is subtfed to a different
kind of literary test when he first mets Deckard, the original blade
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runner. The first time we se Deckard on sceen after a thirty-year
hiatus, his oning line is OHaaryou got any chese abut you, boy?0
This is a quotation fom Rolert Louis Stgenson, as K quickly dis-
cerns. Mreasue Islan®Qhe replies. OHeeads! ThatOs gd0O says
Deckard. This test is clearly diffent from the baseline in bth intent
and methdal: it is a face-to-face dialogue rather thaote repetition
of control phrases, and despite the tense atmosghgris a playful
moment, &oking a human espnse rather than attempting to limit
and contol its possible emergenceédgain, literature functions hee
as a sign of the human, and the juxtagition of literary tests drama-
tises the filmOswverarching confict between informatic contol and
autonomy

W wW

and printed books highlight the affinity between mortal odies

and texts. The filmOs fascination with prirdematter ehoes our
contemprary interest in Ovintagé material cultug;, an archival re-
sponse to the anxieties of accelerating diseodiiment in the infor-
mation age Awash in digital distractions and virtualelations nearly
as strange as thoseebween K and his holographic girlfriend, &
seem to crawe a return to emhodied experience and the comfort of
more familiar meadia objects. Hayles argues that the dominance of in-
formatics leads to thegystematic dealuation of materiality and em-
bodimen (A»; emphasis in the original). What aee dramatize in
BR-+uddowever, is just the opmsite: a e-investment in singular em-
bodiment which is caled as vulnerableesistance to informatic @w-
er. There is a dep affinity between books and lodies, as Hayles ar-
gues:

I n the world of BR+ugdhe physical embdiment of texts matters,
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The physical lbok of Pale Fie is emtedded in a wider pattern of
texts inscrited upon a variety of material substratesNother prirde
books, a eplicantOsyeball, an engrasd tree, RachaelOs skeleton, a
crystal data spheg, old orphanageecord-books with pages torn out,
a wooden horse genomic cdes, and brain-basememories bth hu-
man and artificial. Exts are figured as lodies, and bdies as t&ts.
Badies can le reduce to information, stoed, retrieved, copiel; and
they can also le @rasel0 as Lt. Joshi instructs K to do with thepli-
cant child. Balies can ke (re)producead from archival data, and bd-
ies ae themseles achivable but they remain subjet to entropy. As
Hayles further argues,
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In Do Androids Deam of Eletric Shep?(A°Y%»), lip K. Dick invents
the term Okippl® for the detritus, dust, and abandahienk that ac-
cumulates in all corners of the forsaken earth: OKipple is useless ob-
jects, like junk mail or match folders afterqu use the last match or
gum wrappers or yestedayOs honopape. When nolodyOs aund,
kipple reproduces itsel® (Y4A). Hayles adadites this nelogism into
@ntropic decayO (A%A).cAival desie is premisal on the entopic
force of forgetting, a kind of Oradical finitu@e(Derrida A°). Riks
resist entopy because of their durabledlies, outliving generations
of individual readers, but thg are still subject to decay. The kest
resistance to the kipple-ization of literateris its actie circulation
through emlwdied practices of eading and interpetation: a kind of
archival relay.
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The significance oPale Fig, both as metaphor and material % is
deepenal when we consider hwv it is embedded in the filmOs drama-
tization of competing archival logics, one bagkon owvnership and
exploitation and another bagsk on illicit circulation and fee play.
Reading like a eplicant inwlves a kind of Oahive feverO (Derri-
da AAA¥) that unfolds on multipledés at once BR+U6d®roceeds
through a series of ahival revelations, a seah which Officer K
undertakes without ealizing that it will displace him fom his ovn
story. The plot facuses on the race to find the child of Rachael and
Deckard, who is the first child lorn of a replicant mother Niander
Wallace the filmOs coqrate ach-villain, sees the child as a means
to consolidate his pwer. Frustrat@ by his inability to manufactue
fertile female eplicants, he thinks the child will ppvide him the ke

to infinite human expansion, the pwer to create and conwl life on

a vast scale andxtend human &o-colonization into distant space
Wallaceés ahivesNincluding those he acqued from Tyrell, the first
creator of eplicantsNae the foundation of his pwer over life and
death; his pwer stems fom his possession of the patents for the bio-
engineering of abundant fod supplies, andx@ends to contol over
replicant genomes. Athives, as Derrida argues, euboth originary
and nomological, bth a commencement and a commandment (A).
Wallac®s ahives ae Otop-nomologicalO in DerridaOs sense: thase
in a secure location and inesting hermeneutic authority in their
owner (A).

In contrast to Wallacés fortifid archives, we hawe DeckardOs librar.
Crammael bookshehes line his living spaceand we glimpse a neat
stack of loks next to a framed photo of his lost lve Rachael; twks
are intimate objets linked to personal memoy, identity, and ela-
tionships. Literatue may kecome a carrier signal for an Qinformatics
of dominationO (Haraway A%A), as with the baseline test, but it is also
linked to an informal network of free circulation, a gift €onomy In
contrast to Wallacs patri-ahives, literatue is sustaind through
what we could call a nomadic &hive. Literature hele is not confine,
but functions as a mobile ntator circulating through networks of
intimate contact: lnoks maliate relations ketween generations, &
tween the saes, and btween humans, eplicants, and holographic
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artificial intelligence Literature, to use DerridaOs phrase a Otrans-
generational and transindividualelayO (A%z), comtiag readers and
writers acioss diffeences of time and pla¢esccial hieraichies and
archival technologies.

The film depicts seeral intriguing moments of achival reading. At
the LAPD DNA Archive, K reads squences of genes, rapidly scan-
ning data in a way that vould be impossible for any humaneader
(see fig. A). /s K reads, Joi maels at the construction of humanes
ings from columns of cded information, an alphabt of four letters
in contrast to the two of her digital cale; she herself is a kind of x¢,

a virtual body supported by a mrishable physical substrate

Pursuing the case to \allac&s vast ahives, K learns that most ete
tronic files were corruptad in OThe BlackoutO of AAAA. Little informa-
tion apart from paper records suwvived, which helps to &plain why
there are still antique oks in circulation, and also draws our atten-
tion to the perishable material substrate of erodlied texts. Balies
can ke reducel to information, stoed, retrieved, copial, and erase.

K is able to find a corrupté holographic vide file of RachaelOs
Voigt-Kampff test flom the first film, and we se a fragment of her
dialogue: Bre you testing whether IOm a Replicant or a lesbian,
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Mr. Deckard?0 (Villenew AAAY.; Scott A°»A). This moment is one of
the few fragments ofBlade Runnethat is copiel almost eactly from
DickOs neel, which was adapte quite freely in many other espects:

Ols this testing whether I0m an amid© Rachael asitgartly, @r
whether IOm homoseal?O (AY4). It is an uncannghaval mise-en-
abyme This arcchival reanimation is gien a further twist when \\al-

lace ceates a n& Rachael to entrap Dekard: as vievers of the film,

we se a computer-generatelikeness of the actor Searo¥ng as a
timelessly young Rachael mapgal onto body double Loen Peta, the
substrate of a mjected pattern gee fig. A).

In the same scenethe lighting design of Vdllac®s headquarters
plays conspicuous homage to the aggrance of JrellOs lair in the
first Blade RunnerBoth make ample use ofeflected light, with
shimmering interfeence patterns of Opaled® rippling aarss vault-
ed ceilings, although ScottOs film ackéd this with practical effets
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that Villeneuwe was able toeproduce with the elative ease of digital
production. These scenesathus permeatel with a visual metaphor
for the filmOs wn poetics:BR+u6doth emndies and eflects upn
its methad of intertextual adaptation. A the sguel to an adaptation
of a ook, BR+Udds several degees of separation im any claim
to originality. Although we cherish and fetishize originalitythis an-
archivic quality is endemic to all art. & Linda Hutchen notes, Oart
is derived from other art; stories a born of other storiesO (A), and
Oan adaptation is a derivation that is not derivatia work that is
second without keing seonday. It is its own palimpsestic thingO (°).
It is this process of derivation that allys works to suwvive, alkeit in
mutated form:
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Through these images offlected light, BR+ud&hgeniously OadaptsO
the unadaptable neel Pale Fie, reproducing it in mutated form,
while dramatizing its avn processes of ahival reanimation.

Crucially, Officer KOsvan memoly proves to ke an essential pige
of the archival puzzle Through his seath, K comes to élieve that
he himself is the miraculous child, the one who will @bk the
worldONor at leastézome Oaeal oy nowO as Joi says, furnishing
the obligatory Pinocchio referenceNbut though a narratie manau-
vre inspired by Pale Fie he is displacd from this role (Villeneue
AAAYz). K kws that his avn memories ae fabrications, but he comes
to believe that one particular memay, a vision of the ty wooden
horse that he finds burig with Rachael®Osmains, is true This leads
him to seek out the memoy designey Dr. Ana Stelling who admits
that KOs memyris not a pue fabrication like the others written in-
to replicant minds but rathgrand against the lawsomeneds actu-
al memoy. In fact it is her avn memoly, and by inscribing it in KOs
mind she has set in motion the plot that willaveal that she is the
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daughter of Rachael. Stelline is theegimen sought by Véllace the
key to controlling replicant reproduction, but she is also an actv
agent whose @ative transgession sets the narratévin motion.

tive structure strikingly similar to that ofPale Fie, which we

might call ONatkovian displacemer® In seeral of
NatokovOs fictions, includin@ale Fie and the infamousLolita, the
story is told from the perspective of a manipulatie and insane nar-
rator who manically tries to implicate@aders in his wn sordid tale,
while marginalizing a sympathetic character whave indirectly
learn, is morally and ceatively central to the stoy. Pale Fie consists
largely of mad narrator KinbteQs self-absceth commentay on John
Shad®s pem, which he entiely fails to understand. Displaceby
KinboteOs framing is Sha@e mourning for his departedaughter
Hazel, an aspiring pet and arguably the true moral and eative cen-
tre of the novel. One ofPale FieDs narratey games inulves strategic
undecidability concerning the true authorship of the melOs multiple
texts, and Hazel Shade herself is one of thespible authors, if only
from beyond the grae. Against the division ofPale Fiescholars into
OShadeansO and O#tiabsO claiming that one of the twmen is the
sole author of loth text and commentay, this third interpretive pos-
sibility is argued at length by Brian Bgd, the foemost American
Nakokov scholar In BoydOsxhaustive re-rereading of the neel, he
shows that Hazel Oagars to inspie her father with material for a
poem that sums up her death, his lifand his life-long quest to mbe
the mystewy of death (A%A); at the same tji®d he eidence Nabkov
conceals withinPale Fie suggests that HazelOs spirit somehio-
spires Kinlote with the idea of Zembla [E] lecause she can turn
Zembla into a chance todih express and ionize her avn experience
as a voman spurneO (A%zA). Bagh a similar narratie game Offi-
cer K is displace from the cente of BR+uds narratig; and the fo-
cus shifts to the lost daughteDr. Ana Stelline But the film intro-
duces a crucial diffence: Hazel dies, but Stelline és to spark the
illicit cir culation of texts and lodies.

T he creative agency of Ana Stelline is emphasikzby a narra-
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If Officer K reads like a eplicant, Stelline writes like aaplicant, ce-
ating dreams and memories for otheeplicants in her isolatd cre-
ative laboratory (see fig. %4). In her cybrg manifestg Haraway imag-
ines a contemprary political subject able to navigate andesist the
techno-scientific domination incgasingly structuring our soial real-
ity. OBy the late tentieth centuy our timeQ she writes, @vare all
chimeras, therized and fabricatd hybrids of machine and organism;
in short, we are cylorgsO (A%Y4). Ggs transgess lmundaries le-
tween traditional dualisms, like natural and artificial; tiyeare Oille-
gitimate offspring of militarism and patriazhal capitalisn® but thg
can draw stength from their muddlel origins (A%»). Stellinepre-
sents the opn-soucing of artificial life, so to sgak. She herselfis an
unforeseable gentNan emindied rewriting of the future. Not only
is she the lody(text) that will break the world, it is her text(body)
that initiates the piocess. Ultimatelyhowever, it is her act of cylorg
mnemopeisis that has the ptential to change the wrld, not her sta-
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tus as a fertile female ggimen. | suggest & read Stelline as a femi-
nist cyborg author whose pietic agency epresents the pssibility of
a living matri-archive.

Stellingds memgrwriting is a kind of literary practice She ses her-
self as a ceator and emarks that &very artist puts something of
themseles in their workO Another azhival moment: ceation is the
reflective relay of lived experience Fresfn, again iThe Remenamed
Part(another link in the relay of reflections!), imagines Stelline as a
literary heroine, hidden in a corner of the canvas; she has Ottuk lo
of a solitary Victorian writer or a pre-Raphaelite mael® but OStelline
wasnOt making autofiction with her imagidenemories. Stelline er
ated from what she lied: because to imagine was to eate and to
create was to lieO (YLA¥-YAY%). Stelline isaageyliter, and her
poeitic intervention in history multiplies meanings and gssibilities.
As Haraways puts it:
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We can construe Stellirf@s art as an enactment anggursor of a fu-
ture literature that has leen with us all along, a sulersion of the
hermeneutic authority inestel in the patri-archive, a powerful kind
of writing that provides the means toasist and subert informatic
control.

At this point it is worth reflecting on some pssible objetions to
this story | have been telling. Some of the most incisévcritiques of
BR+ub6@ame fom feminist writers who found its aesthetics dep-
tively derivative, its depictions of vemen gratuitously negatie, and

its politics of reproduction desply problematic. Regaling the filmOs
reproduction of its souce materials and saming lack of engagement
with contemporary sccial issues, Shama Rangwala writes that OThe
only future made pssible byBlade Runner +008 final scene is neor
and moe Blade Runne®. BuBR+06ds more than another gam-
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ple of the food of sterile eproductions, eboots, seuels, pequels,
and spinoffs of peviously profitable intellectual properties that dom-
inates contemprary culture: as the use oPale Fie as a metaphor
for adaptation suggests, it is andnic and satiric commentgron the
fatal sterility of that same pocess, and one that holds theofential
for liberation from the power of a certain kind of achival contmol.
Arguably, the intertextuality with Nabokov is too subtle a strategy
for such ends, pssibly limited to a certain kind of eader; but many
critics haw also @erlooked or dovnplayed the creative agency of
Stelline Emma Louise Backe criticizes the film@srereliance on the
trope of reproduction, arguing that despite Stelli@@sale as memo-
ry engineer and ptential mother she is nothing in herself; ODespite
her importance to theBlade Runner +uét and mythos, DrStelline
is defined primarily by her significance to the men aund her and
her biological identity rather than any grsonal qualities inhegnt to
herO In effet, such a critique educes Stelline to Opaled® as wil. |
would argue however, that Stellinds artisir transgresses the afer
imposal by the patriachal world in which she is confind, and ep-
resents the pacarious ssibility of escap from contiol.

lan Camplell (no relation) has gaminal a similar topic but come
to different conclusions. He argues that the filmOs uséale Fie
is metafictive, inciting viewers to look beyond the semingly opti-
mistic stoty about KOs heism to se that he has likely ben a self-
deludel puppet of Wallace all along; the filmOs use of holographic
imagery, deplo/ed with Joi and Rachael, is a self-avesitlusion that
comfortingly mimics the moe optimistic first film while ultimately
suggesting the illusoy nature of the optimistic ending. OThe futir
is (fore)closel, not open. BR&Jsic] only seems optimistic lecause
of its familiar tropes and lecause it lrrows some of its pedeces-
sorOs aura tbugh RachaelOs iconiolo[E] The film seems to end
well, but thatOsdzause its use of illusion distracts usofm think-
ing about metafiction in the way thatPale Fie demand© This argu-
ment, havever, requires additional information that is conspicuously
not supplied by the film itself. O\&Ow been putting microchips in our
cats and dogs sinceelfiore the millennium; is it eally plausible that
the Wallace Corpration canOt track all the Replicantsiee those
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who hawe plucke out their right eyes? Hav likely is it that Repli-
cants donOt hawemotely-activate devices that can dop them un-
conscious or kill them instantly?O If thisexe the casghowever, and
replicants could easily & remotely deactivatd, what need would
there be for blade runners at all? The whole @mise of the stoy
would collapse Ironically, the wish to interpet the filmOs futw as
definitively foreclosel is a distinctly Kinlotian overreach.

The argument hinges on the question of coatr how likely is it that
K, Deckard, and esgcially Stelline hae escapd from Wallaces con-
trol? Just as the firsBlade Runnehints at and leaes open the ques-
tion of whether Deckard himself might ke a eplicant,BR+-ud&nds
in openness and indeterminacit is true that the ending is poblem-
atic and that Stellin®s gsition is a \ery precarious one but what
adwocates of foeclosute forget is the pssibility that freedom in the
realm of fiction may hae a causalelationship to feedom in the ac-
tual world. If interpretations of indeterminacy condition praxis, an
inability to play can hawe fatal consgquences. Literatug, emindied in
physical lboks or other melia, may ke either a \ector of control or
an unepected pathway to feedom. The choice is ours.

To return to OPale RO the pem: in the setion included in the base-
line test, John Shadeo( Hazel!) writes that Oa tall white fountain
played/dreadfully distinctO This is the vision of life after death that
he briefy glimpses while blackéd out due to a heart attack, and
he thinks he finds it coroborated in the newvspaper account of a
woman who also saw a white fountain during a near-deatkperi-
enceNbut this turns out to b a misprint: ®ountain not fountainO
(Natokov ¥2A). The confusion basen a misprint is clearly ehoed
in BR+08@s wpe of the confusion btween K and Stellinewho was
hidden from Wallace thiough the ceation of a false doubling in the
genetic achive. It also hints at the pssibility of miseading in gen-
eral, and the ned for ludic strategies in dealing with the wrld of
appearances. Thegem continues:
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In viewing BR+080s coslated patterns as an intertetual homage to
Pale Fig it would be fitting to embrace this ludic asgt. As Boyd
writes in his conclusion, ONakov designel Pale Fie so that we
make discweries at @ery phase of eading, so that the interplay of
problems and ppmise keps luring us on to still moe sweeping sur-
prisesO (AAv4). Similathe film yields additional meanings oner
peatal viewings, esgcially if we learn to ead like eplicants.

cial memories, or for something mertransformatiwe. It is a

ybrid reading: analog, digital, holographic, femsic,
archival, and ludic. Reading like aplicant also means attending to

the material embdiment of texts, and the cometing archival logics

R:ading like a eplicant can meaneaading for a stoe of artifi-
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they are caught up in. It means considering thexteal permeability
of bodies, or the ways in which chance encounterstiveen bodies
and texts can yield unfoesesable gents. Extualization can e a
means of contolling bodies, or a ehicle of literation. In its parables
of reading and writing) like a replicant,Blade Runner +ud&dggests
that the fate of fiee bodies and minds is somefmobound up with the
fate of literatue.

The film depicts a world in which culture and achival retrieval and
reanimation hae become virtually synonymous. What apgars to ke
most alive is artificial, and nothing ne is being created apart fom
the products of a consumerist conti scciety endlessly eproducing
past ceations, such as the monumental, glitch-ridden Elvis hologram
spliced into the scene of K and Dxkad fighting in an abandond
casino The world of BR+udé& much like our avn, in other words,
and it seems to pse the question of he the resistant materiality of
literary texts entering into unfoesesn relations might contribute to
the genesis of an EBnt that would escap such terminal nihilism. Lit-
erature is a trans-individual pocess that depnds on spcific, contin-
gent, and embdied practices of eading and writing, achiving and
interpreting. Texts and odies ae mortal and must b replicatel and
transmitted in order to endue, but if this process is to b liberated
from archival necro-power reproduction will need to introduce er-
ror, transgession, ceativity, and free play Literature is the transgen-
erational relay of our mortal humanity a collective inheritance sus-
tained by an open archive, and it may ke a crucial form of esistance
to the forces that vould subjugate life under a single de
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Figure A: Pale Fi Officer KOs faurite book? Still from Blade Runner <068
(AAAYS).

Figure A: OltOsalh an outlaw priest wh@s tying to understand the mean-
ing of being humarO Still fom+udf: Nohere to RurAAAYS).

Figure A: Reading like @plicant? Still fom Blade Runner +Ug8AAYs).

Figure A: Bdy double Loen Peta merge: with a de-age digital Sean ¥ung
as Rachael. Stillém Blade Runner +U0BAAYS).

Figure %: DrAna Stellinds cyirg mnemomiesis. Still fom Blade Runner
—uﬁdAAAl/4)
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OThings, Asemblages, WidsO ar-
gues that the vibrancy of things is
attributable not to an inheent qual-
ity within matter, but to the rela-
tionality of the perceptual field or
world that things and lodies shae.
Reading Martin Heidegger's analyt-
ic of Dasein against Brian Massu-
mi's description of things in their
connectability allows for a revised
description of hav art sensitizes us
to things through defamiliarization.
Adina Bar-On's prformanceDispo-
sition provides a useful gample for
uncovering art's ability to reveal
things' charactertheir who-ness.

KZ

ClLes choses, les assemblages, les
mondesE soutient que la vitalitg des
choses ne eut pas ée attribued diune
qualitalinhetente @la matiegie, mais @éla
relationnalitedu champ rceptuel ou du
monde partagépar les objets et les corps.
En confontant I'analyse de Dasein de
Martin Heidegger éa description des ob-
jets dans leur capacitde se conneter de
Brian Massumi, cela grmet une descrip-
tion redised de la manige dont l'art nous
rend sensibles aux objetgteavers la dé
paysement. La@rformance de Aina Bar-
On, Disposition constitue un @emple utile
pour mettre en lumide la capacitéle l'art
dreveler la nature des objets, leur essence
propre.

n the call for this issue ofmaginationsauthors ae askel to con-
sider OHw can an eamination of the males of inscription
across melia, platforms, and interfaces, drawegiter attention to



what is often ignoed in critical conwersations abut texts, objets,
and todies: the vitality of their materiality?O This pap respnds
first by attending to what it might mean to pinpint vibrancy and
agency as inhering tahingsNa stance that contrasts with our ten-
dency to ead intentionality (not to mention aesthetics) assting
firmly in the domain of humanconsciousnessbhe first four setions
explore some of the theretical underpinnings of these contrasting
ways of apppaching the pesumel separation ktween a Owh® in-
habiting and acting upn a world and a OwhatO that simplyists
within an objective envionment. Rather than privileging a human
quality of conscious intentionalitythis pager adwocates an apgyach
oriented toward a consideration ofelationality, where intelligibility

is understa@d to emerge aass a field of entities that enact their con-
nectedness and conretability to each other Each thing, bdy, and
person manifests inglation to its world.

Having establishé this philosophical gound, the pagr turns to a
descriptie territory that might feel more familiar to most eaders
of this publication. The fifth setion frames Viktor ShkleskyOs de-
vice of defamiliarization @stranenig in relation to the peceding
arguments, suggesting that art actions caeorient our relational
fields toward new possibilities of connetability, opening us up to
the Owho-nessO of ot that is, the particular conraabilities that
constitute their worlds. In doing spthe pager also ppposes a mee
away from thinking artOs mductive force in textual terms, ormades
of inscription in favour of privileging the disclosie power of an-
imateness, whex acts of conscriptiocan bring peviously unac-
knowledged or unrealized connectabilities into potential alignment.
The final three sections consider some of the acts of conscription, hu-
man and non-human, at play in thedronto iteration of Disposition a
work of site-sgecific performance art by Israeli artist dina Bar-On.

Lz W W

to view thingsanew. Asvibrantentities, things ae not only what

I n her book Vibrant Matter Jane Bennett encourages headers
a human consciousness can make of them. yhappear in rela-
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tion to both a Oecalcitranc® that esists human understanding and
a Opsitive, productive power of their ovnO that can affe and trans-
form us (A). Affirming the vibrancy of matter is a me away fom

a traditional perspective that attempts to estrict agency to human
intentionality. To say that a thing has vibrancy is toecognize it as
an actant rather than simply as an olge In broad terms, Bennett
is interested in Oa thery of distributive agencyO in which Otleeare

[E] always a swarm of vitalities at playO (AA-AApKSey to situate
what she calls OthinggwerQ Bennett turns to a notion of assemblage
to descrite matterOsqgtential vibrancy arguing that a thingOsop/-

er correspnds to the way it &erts force within a network. While
the concept of assembly is central to actor-nettk theoryA which

is often closely linkel to vital materialism, Bennett cites Mark Bon-
ta and John RuteviOs definition of Oassemblaggencemehtas Oan
intensive network or rhizome displaying €dnsistencyO or emergent
effect by tapping into the ability of the self-atering forces of het-
erogen@us materials to mesh togeth@r (Bonta and Btevi, Deleuze
and Gephilosophy¥A)O (AAA). This identifies her understanding of
assemblage as having a Deleuziaréddfion.

Invoking Gilles Deleuze and FZlix GuattariOs notion of assemblage
however, demands something mercomple than a simple edistri-
bution of agency among material entities, human or othase. Erin
Manning, in her mok The Minor Gestey has winted out the ten-
dency of the English wrd assemblageNthe generally accepteans-
lation for Deleuze and GuattariOs teagencemeRlto be read tm
much in terms of objets. She writes,@encemergpeaks to the in-
terstitial arena of experience of the inteval, [E] where the field is
still in formation. [E] Unfortunately, assemblage hasdcften keen
read as an obf or existent configuration, rather than in its p-
tentializing directionality. [E] Agencemer{E] carries within itself a
sense of meement and connetibility, of processual agencyO (AAA).

This suggests that the vibrancy Bennett is so irgstal in exploring
may bke less a quality that emanatesofm objects than it is a function
of a field of potentializing directionality: an animateness inhent at
least as much toelationalityas to materiality If causality cannot b



confined to human intentionality neither can vibrancy b confinel
to material objets; oth are indices of a shad relational field.

Brian Massumi pints to something similar irParables for the Virtual
when he suggests, @peption liesbetweenthe perceiver and the er-
ceivedO (°A). For him, the wayeatures rceive a thing is define
by how they are able to encounter and act op that thing, whee
Othe poperties of the rceived thing are properties of the action
more than of the thing itsel© (°A). While it may amgar that Massu-
miOs guating of perception with an ability to act upn a thing priv-
ileges an intentionality that is at least organic if nokelusively hu-
man, he is quick to add, OThisenot mean [E] that the poperties
are subjetive or in the perceiver. On the contray, they are tokens of
the perceiverOs and thegceivedOs conete inclusion in each otherOs
worldO (°A).

Massumi pints to Otheeciprocity of perceptionO (°%), a configura-
tion that reveals multiple aspcts of mutually determinate prsenc-
ing: things, dies, and verlds. In his schema, Oa thing Oin iG]
is its connetability with other things outside itsel® (°A). This con-
nectability need not be actualize; rather Othe humblesidwer en-
folds forces that no ceature, not even a human, will @er know how

to connect to: colors outside the visible sptrum, forces to small,
too large too subtlg or simply tao different to conjoinO (°A). At the
same time connetability is what determines bth things and the
perceiving todies positioned at the other end of prception. OThe
thing is its being-perceiveds. A tody is its perceivings. OBlyO and
Othing® [E]xést only as implicatel in each otherO (°%). The con-
nectability of perception that fows between things and lodiesNthe
potential for two things to ke implicatel in one anotherNis what
Massumi calls the wrld. As he puts it, OThat torheade perception

is the worldO (°%4).

Conflating perception and vorld in this way moves away fom a tra-
ditional subject-object relationship that Icates rceptions in tod-
ies and qualities in things. Peeption-as-verld conjoins these tw
manifestationsNbdy and thingNas ples of an axis that conres
and defines them dth. Put another waya body does not eclusively
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own its world, nor dees a thing simply ppulate a lndyOs wrid. Both
body and thing inhabit a shaad world of sheer connestability, and
what is distributedNnot within or among them so much abetween
themNis not simply foce or agencybut also awagness. The unfold-
ing of a world amounts to a fundamental, talized, and eciprocal in-
telligibility that manifests as matter as much as it ds as conscious-
ness.

Mz

both a challenge to and aworking of Martin HeideggerOs

analytic of Dasein irBeing and TimeHeidegger psitsDa-
seirNa term that translates literally into English as OtkeieingONas
groundd in a particular type of self-understanding. Michael Inved
offers a brief histoy of the term:

M assumiOs way of understanding things canviewed as
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Heidegger understands humareimg or Dasein as fundamentally dif-
ferent from the keing of things or of other ceatures, which is his
way of sidestepping Cartesian analyses thagdt consciousness as a
distinct type of OthinglyOding. RenZ Descartes insidten the sepa-
ration of res cogitanfomres &tensathereby positing consciousness
in terms of non-material but still ontological entities such as soul
or spirit. This, in HeideggerOs wigis a deisively misleading detour
away from the ssibility of thinking keing as such:

g7 @7)E;=)>>)( 17?71&1;178=F 87?858/1&!5 &0k ?)=1(3187 1>
&8772117)( 17 (= )>>17/ %)17/> I>?017/%h *+azZ 7 I7I5F>1>

ISSUE 14-2, 2023 4 105



THINGS, ASSEMBLAGES, WORLDS

D01&0 21=?> D170 >@&0 %)17/> 17( /8)> 87 28 17<@1%8@?
%)17/ &86)> @; D170 2017/517)>> 17( ¥51FZ 77858/1&!5 E:51d
&12187 20@> .17\% !> 17 88))(> W &0¥& ?)=121&> .8%)17/ >@&0
1> >@%A7?1I5EW 612)=1I56W E?)7()(7)>> W >10%d>1()d
7)>>ZX AX_ 0)7 87) ()>1/712)> 2017/> 1> 20) %)17/> 2017 1= )
i171?1155F YIE87) /8)> I> 24F 872858/1&!55F ILPW QRAQSazZ

Rather than describing humarging as a comgsite of material lndy
and etheeal soul or spirit as distinct entities, Heidegger startsrin
an understanding of humanding as a singular unity: OBeingsear
a who (existence) or else avhat (objective presence in the lyadest
sense)O (=°, AA). He asserts that ofeligs, Dasein Ounderstands it-
self in terms of its aistenc&® (cA, AA); ut another way ODasein
is a keing which is elated understandingly in its leing toward that
being (Sein)O (eAA, %A). This is contrasith the being of ©bjec-
tively presentO things: @ Bomething objetively present its feing

is a matter of Qindiffence& (OgleichgYltigO),emuecisely, it QisO in
such a way that its king can neither b indifferent nor non-indif-
ferent to itO (2°, AA). HeideggerOs highly ampbzentric claim mint-
edly structures intelligibility and meaningfulness in terms of human
awareness and @rception. His formulation dismisses tout court, for
example the possibility that animate espnsiveness and innate bi-
ological piocesses and digsitions facusal on self-pesewation or
survival enhancement demonstrate a living entityOs understanding
of and concern for its bing. In his viev, OLife has itswn kind of
being, but it is essentially accessible only in DaseinO (cAA, A°). Da-
seinOsxelusive access to understandingimgNwhich is ke to the
concepts of unconcealmess and opnness that run though all of
HeideggerOs writingsNhinges on human consciousness couyita
language In OThe Origin of the &tk of Art,0O Heidegger argues that
language Obringseings as kings, for the first time into the open.
Where language is not @sent, as in the éing of stones, plants, or
animals, thee is also no opnness of bings, and consgiently no
openness either of that which is not ading des Nichtseiendgar of
emptinessO (AY%).
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What such an argument fails toecognize is that kings enact their
opennessas and though their Ieing that is, byhow they act A bee
recognizes and is ogn in particular ways to albwer, and vice er-
sa; they shate a world of mutual intelligibility through their interac-
tions without having to name their espnsiveness to each other in
language This is no less true of the earth and the e, which enact
their openness to each other tbugh their gravitational danceBeing
does not equire an act of OunconcealingO in langyageich, as an
inscriptive layer of representation, transforms as much as éveals.
At best, one might say that language facilitates a particular kind of
openness of bing for human consciousness

Thinking ontology through perception rather than languageNby fo-
cusing on the imbricatd and Iccalized unfoldings of time spaceand
matterNhas lecome elevant in new ways as ve hawe extended hu-
man awaeness to domains wherdifferent laws and lehaviours ap-
pear to apply than those detdable to an unenhanathuman sen-
sory system. If one is to concern oneself with the meaning @&-b
ing, then it is fair to ask haev it is that entities and @ents manifest
in particular ways by inquiring into the suchness of matter and ani-
mateness without immeiately prioritizing human awaeness, inten-
tionality, and epression. Hav is it that there are particles that mge
and vibrate attract and epulse in elation to one another? Can their
resmpnsiveness b equated with a kind of concern for their lging?
Heidegger argues ilBeing and Timéhat a chair and a wall could
never OtouchO each othaxchuse thg are OwrldlessONincapable of
becoming Oaccessilleto each other in Otheieing presentO (cAA,
Ya¥a-¥4Y2). Butedurhis description of the contactéiween chair and
wall overlooks the basic wnder that two thingsNwhich apgar to ke
mostly empty space at the subatomiakNcan maintain their struc-
tural integrity, assert their distinctieness, and eschethe possibility
of simply melting together or passing tlough each othernotwith-
standing their lack of humanly understm or measued self-percep-
tion. Their contact enacts anxpressive dance of entitiesecogniz-
ingNor in MassumiOs terms, comtig withNeach other even with-
out a human witness. gainst Heideggerthen, | would argue that
the meeting of chair and wall is inded anencountethat influences



or determines each of them in spific ways and that eveals them as
belonging to a shad world.

NZ

with entities is never a matter of @amining objectively pre-

sent things, but ratherinvolves Othings at handeing taken
care ofO Thus, OhandinesgOh@ndenhejtas oppsel to @bjective
presenc® Yorhandenhejtis Ghe ontological categorial definition of
beings as theare h themseleDO (aA¥,AZRAINgS apar to Dasein
in the context of their usefulness and familiarity: what thecan do
and what one can do with them, aseil as hav they fit within or
open onto a larger world of actions and inter-elationships. Massu-
miOs argument that aobdyOs @rceptions corespnd to how that
body is able to act upn a thing could fe taken as a less antbpocen-
tric rejoinder to HeideggerOs assertions. This might suggest that a
thingOs vibrancy for adalyNits tendency to &cite compulsion, at-
traction, or interest within a relational fieldNis a function of its use-
fulness for that fody. Yet what Bennett pints to is something quite
the opposite Her descriptions of the vibrancy of things tend todas
on their uncanniness, that is, their tendency to stand out and net b
have as &pected or humanly willed.

I I eidegger argues that DaseinOs initisbyday encounter

Heidegger argues that séng entities GbjectivelyO in terms of their
material qualities rather than as addy integrate into oneDs wrld

by virtue of their handiness equires an &tra step of cognition. A
thingOs msence as a disete objet with particular material qualities
only comes to the fog when that thing fails to function as>gect-

ed or desied. Heidegger notes tlge mades in which a useful thing
can recede from handiness and theby call attention to its pesence:
conspicuousnesss when a thing is damageor malfunctioning;ob-
trusivenessas when a thing is missing some essential element; and
obstinacy as when a thing bcomes an obstacle to o@s aims (aAl,
YAA-YA).

While it may well be true that an adult, V€stern human tends not to
pay close attention to the materiality of familiar things, HeideggerOs
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argument des not account for hav handiness is largely learmke
through an tended apprenticeship of soialization. If Dasein in
its average @erydayness is inattentig to the objetive qualities of
things, it is largely lecause gperience has allwed these qualities to
recede into the backgound through a pocess of familiarization. In
HeideggerOseil-known example of DaseinOslationship to a ham-
mer, he never addesses the fact that one is non recognizing
what a hammer is, when and why it is useful, tnobest to use it,
or how it might be conneted to a larger netvork of things, sites,
and actions. Heidegger claims, OThe act of hammering itself gdisco
ers the sgcific OhandinessO (OHandlichkeit®) of the hammerO (aA¥s, 14°),
but such a description des not get back ehind either hav hammers
as poducel items eer came to ke, or howv a hammerOs usever
came upn the notion of using a hammer toqund a nail. In a sim-
ilar way, he describs the materials that make up the hammend
their origins, as if the are discweries that only ensue fim the ham-
merOs use: OHampiengs, nails in themsebs refer toNthey consist
ofNsteel, iron, metal, stonewood. ONat&d is [E] disceered in the
use of useful things, Ona&@ in the light of paducts of natueO (cA¥4,
Y.A). These descriptionseseto ignoe hav one learns abut ham-
mers by leing aound them and seing others use them in various
contexts. A childOsgrception of a hammer isery different from that

of an adult. For a child, objs ase things to ke suckel, tastel, rubked
against and touche in myriad waysNintriguing as much for their
sensoy and sensual qualities as for what one can do with them: their
ways of maving, their shag, their colour, the way they glint in the
light, their softness or hadness, their heat or aaness to the touch,
the way they smell and sound. Both the act of hammering and the
perceived handiness of a hammer ailgrounded in prior experiences
of tactile-kinaesthetic eploration and practice

Furthermore, hammers ag not naturally acurring entities. A t@l is,
by its very definition, something that has &n adaptd so that its
objectively present qualities can see a particular purpse In other
words, a tmlOs telos as a manufaadrobject is usefulness. Its util-
ity is key to what makes it a tol rather than some other kind of
object. A tool awoids keing immaediately conspicuous, obtruséy and



obstinate as an entity in large partdoause it has éen constructel
with just such a goal in mindNdesigrieand efined, possibly over
generations, to b useful without calling attention to itself, trough a
process that no doubt demande precise attentieness to the obe
tively present qualities of its comgsite materials. One cannot take as
a given that all types of keings ae appehende by Dasein accaling

to an imperative of handiness badeon the &ample of a hammer

oz

denheitHeidegger aims to arrig at the apgarance of a wrld,

by which he means something quite distinciim either a gener-
al envionment or the sum of all the material entities thatopulate
oneds suaundings. Inwod, citing HeideggerOEhe Essence of Rea-
sonsoffers a helpful summar of the philosopherOs detitations on
the history of the termworld: OThe conclusion [E] is that therare
three notions of world: (@) beings as a wholedas Seinde im Gan2en
(b) the community of men; and, most satisfactorifg) men in ela-
tion to beings as a whol® (AAY:). For Heidegtfee world is Othati®
whichO Dasein G800 (1AA, ¥%), but it is not in itself a physicg) b
and certainly not meely a spatial containerRather it constitutes an
interconnected milieu and sphee of reference that ogns onto and
supports human dealings with things. The arld provides a structue
of relevance that pesents and psences &ings for Dasein, encom-
passing on®s engagement atth a localized, individual level and as
part of a larger soiety: Owrld can mean the Opublicéria of the we
or oneDsonO and neast @omestic) surounding worldO (eAA, 14%4).
The world reveals physical entities in their &ing as something other
than objectively present thingsNas absorptions or inwements. It
exerts a kind of agency in its ability to makevident or orient us to-
ward the liveliness and interplay of things, which Heidegger some-
times expresses with the phrase ©vd worldsO In OThe Origin of the
Work of Art,O he writes, \World worlds and is moe fully in being
than all those tangible and grceptible things in the midst of which
we take ourseles to & at home[E] World is that always-nonobje-

I n thinking through the concepts oZuhandenheitind Vorhan-
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tual to which we are subjet as long as the paths of birth and death,
blessing and curséeep us transprted into beingO (AA).

Heidegger asserts not that theaxld is, but rather that the world
worlds. This suggests that theavld is as much a doing as aeing,
an enacting foce that guides or determines our discernment of
thingsNa description not so faramoved from MassumiOs configura-
tion of perception-as-verld. The diffeence of course is that while
Heidegger jpsits a world that only Dasein truly inhabits, Massumi
argues that lody and thing shae a world. If both body and thing
have their ovn worlds of connetability then each vould count, in
HeideggerOs terms, asiriyy awha

PZ

material qualities of things when those thingssbome con-

spicuous, obtrusig or obstinate by failing to b immediate-
ly handy or useful in aleady familiar ways. When the wrld is posit-
ed as sher connetability, however, other revelations of a thingOs vi-
brancy can come to the fer The vibrancy affoded by assemblage is
the opening of perception to unfamiliar ptentialities. Humans &
able to notice things as vibrant not simply iretation to hov we can
use them, or een in terms of hav those things esist keing useful to
usNwhat Bennett calls theirgcalcitranceNbut also in terms of v
things shimmer in their unanticipatd connectability to other entities
and agenciesNthat is, in theirgsitive, productive power. Entering
into a worldly relationship with a thing can sometimes laronds
awareness tavard other aspects of that thing as it is Oin itsefiNin its
connectability to nonhuman grceptionsNthat would not othewise
or previously hawe been accessibleMassumi frames this aming to
potentiality in terms of pule sensation: a fing not yet crystallized
as perception, or as he puts it, Othe actuagistering of the ptential
more of which perception is not all; its tending, ending enwelop-
ment in each connetionO (AYZA). Vibranttyen, could le understod
as a egistration of sensation signalling agtential shift of intelligi-

I I eidegger argues that &only notice the objetively present
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bility: a reorientation of relational fields to encompass @riously
unimaginable connetabilities.

Acknowledging vibrancy as a function of assemblageNanerqgep-
tion as the manifestation of aglational fieldNpovides a clue to un-
derstanding the ability of art to make things apgr strangeNartOs
imperative, as Viktor Shklesky descrites it, Oto make the stone
stonyO The Russian theést and critic argue that this is the \ery
purpose of art:
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ShklovskyOs description uses theosst OprceptionO in a way that
is contrary to MassumiOsNas describing a feltness that@tes any
possibility of knawing rather than as the knwable limits of on®s
ability to act upon a thingNbut this is moe a semantic than concep-
tual divergence The unfamiliarity of the not-knavn that Shklossky
points to seems closely elated to what Massumi wishes to signal by
the use of the term sensation. Furthern®iShklosskyOs insistence
that the object is not important points toward the idea that vibrancy
is a elational moe than material phenomenon.

Still, one may ask, just he can art make the stone stony? Artists
are often able to draw our attention to the vibrancy of materialsNal-
lowing us to s@ them ane, to get closer to apm@hending them
as the things thg are in themselesNnot so much by making them
OunhandyO as by drawing our attention to othetemtials for their
connectability. Sometimes this is accomplistheby initiating new
forms of assemblagéut it can also ke achieed by bringing us into
worldsNinto other relational fields of pssible assemblagesNthat our
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everyday actions had not mviously attendel to. This requires ap-
proaching things not fom the pint of view of their utility, already
knowing or imagining what they can dq but by apppaching them
in unlikely ways to se what hapgns. Massumi argues that this is
the true process of inention. As he puts it, @n invention is an in-
situ plumbing of ptential rather than an gtrapolation of disengage
possibilityO (°¥4). Art is often undersiin terms ofmades of inscrip-
tion that mark or transform &isting materials, either to eveal what
was hidden or to bring n& possibilities into keing. Defamiliarization
might be better underst@d, hawever, in terms ofacts of conscription
that shift audiences@Iational fields by attuning their bdies to oth-
er potentials of connetability: to nonhuman verlds of gerception.

Qz

way by briefly considering the Bronto iteration of Disposition a
site-syecific performance by the Israeli artist dina Bar-On that
| producead in my role as the Performance Art Curator of Fado Per-
formance Inc: *»While this is not a particularly ecent workNDispo-
sitionwas presentel in Toronto on the afternans of Satuday, Octo-
ber % and Sundactoter ¥z, AAAANEmains vivid in my memoy
after moe than two decades.

I would like to explore artOs ability to shiftalational fields in this

At first glance Dispositionwas primarily concernd with human re-
lations, ploring concepts of home and territgr The performance
was driven by the pliable elationships Bar-On establisbewith her
audienceNpesenting herself by turns as dactive, confrontational,
conspiratorial or semingly indifferentNbut it also engage closely
with its surroundings to generate shad meaningfulness. InAOSo-
liloquyO aeflection on the experiences and impulses that guidé¢he
development of her practiceBar-On notes, Ol think that IOm an en-
vironmental artist, in moe than one sensdE] And the situations |
choose to rform in [E] are envionmental, scial situationsO (AA).
This insistence on werlaying the envionmental and the saial is key

to the way Bar-On is able to draw attention to the vibrancy of things



by altering her audiences® sensibilities to intetsey fields of con-
nectability and elationality.

Dispositionwas structued as a tw-hour walking tour through the
residential neighburhood of Cabbagetan. Rather than offering a
linear narrative, Dispositionunfolded as a series of intealated and
resonant sensations, in MassumiOs sense of the term: a rhizomatic
jumble of unanticipatel images, sounds, xéures, m@ements, and
moods that challengd the audience to construct theirven mean-
ings. As the tourOs uncoentional guide Bar-On geeted the audi-
ence dessé conspicuously in a calf-length brighted dress made in
flowing material, heay enough to draje but light enough to shim-
mer in the breeze along with a ed headscarf that frame her face
and hung daevn the back of her nek. This elegant attie, which left
her upper front chest and laver arms and legs bar was offset by her
sturdy black mots. Bar-OnOs physicality thghout the erformance
was not at all typical of an asrage ¥%Aear-old woman. She wuld
not only walk, run, and stand, but also meln, skip bend, couch,
reach, andoll, now turning her legs awkwadly inward as one might
see a child dg now throwing back her shoulders and pushing out her
chest aggessiely, now stooping forward like an elderly prson.

Even more unnewring was her transgession of the norms of private
and public spaceOne minute she would be strolling quite unre-
markably along the sidealk. Then coming upn a patch of geen
lawn, she would plop herself dan as if to loll in the grass, turn
toward the ground and kegin rooting in the dirt. Now posing, she
crouchal on one kne, head lent forward and one arm held out, her
hand curlel inward as if she vere pulling against the skyA man
was washing his car in a drisway. No mindNshe stepgd onto the
lawn beside him and lay postrate on her font taking the form of
a cross, then vent up onto the steps of the house and knelt as if to
pray as he stod, mouth agap, watching her Stepping out into the
road, she danakfearlessly with passing cars, piuetting in front of
them, running alongside them, touching them as thpasse. Stand-
ing stock-still in front of a stop sign, she stwl with her arms cossel
and staed at its message_ater she did the same with a neigbbr-
hood watch sign with its ied icons of houses with giantyes. A man
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was getting out of his carhaving just parkel. Bar-On steppd up to
the opposite side and confidently toucltethe car even as he was
locking it. Wrought iron fences might b touchel or grabled to brace
her body in a particular ppse; at any moment, she might ep a gate
at the front of a pioperty and step inside

On one level, Bar-OnQOs actions could bnderstod as having moe

to do with human territoriality and civil strictures than the vibrancy
of things. When vwe aoccupy and move through space we hawe
learnal to do so in sgcific, regulatal ways. Bar-OnOs gestsrim-
mediately made visible our tacit acceptance of particular rights of
possession andxgectations aound public deorum, eminding us
that a human verld is inscriked by rules of poperty and ovnership
Roads ag for cars. Lawns, andven the fences and gates that sepa-
rate them flom the steet, ae private as ae parkel vehicles. Things
appear to humans not only accding to their material qualities, not
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only accoding to our projected aims, neds or e/en desies tovard
them, but also accaling to specific claims on who can use them and
how. The lorders that mark particular territories may éinvisible
but their unspken presences @& enacting foces that impinge on our
being and ehaviour materially and animateyalso affeting our per-
ception of individual thingsO vibrancy

Bar-OnOsazupation of space and handling of objs was notable
not only for her refusal to espect conventions aound the privacy
of property, however, but also for the sensual, fullddiedness of
her interactions. IndQuestionsBar-On links this delierate tactility
with the audienc®s gaze: OMy fingers touch and fondle theatbje
to arouse the sensuality inhent in the physical material, as arxe
tension of the obsarerOsyesO (°.Put another way Bar-OnOs way
of touching things conscripts the vigersO yes, drawing her au-
diences into a heightertesensoy engagement. One of her tactics
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was to shift unepectedly from ordinary, everyday ways of negoti-
ating space to grand mements, hevic body postures and still ps-

es framel by the surounding landscag. Bar-On notes the disclo-
sive effect of this technique in her @rformances: Osomething which
a moment lefore looked like a fragment of life and the net mo-
ment itOs fizen and has é&come a pictueO (© SoliloquyO AAA). In
an interview with Martin Zet after presentingDispositionin Belfast,
Northern Ireland, Bar-On descréal these moments of tableau as Ovi-
sual, film-like images she [thegrformanc®s mitagonist] ceates as
Owman in landscap® Gmnan with vehicleO Gmnan with flagO and
situations piovoked between herself and the audience as leader and
followerO (OLady in B®). These dilatenoments ofelationalityNal-
ways in, with, or betweenNhave the double effet of encouraging the
audience to se not only the pgerformer but also the spaces she inhab-
itsNand, crucially the other things that shag those spacesNin ume
pected ways.
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In her performances, Bar-On defamiliarizes thgezyday world by
highlighting aspects of relationalityNwhether with an audiencewith
her surundings, or with thingsNthough play Bar-On writes, Ol
play with youNnot in the bad sensebut like playing on memories,
sentiments, aestheticsghavior and cultue, on what is right, what
isnOt right, what gu give of yourself, or whee you canOt gavmoreO
(@ SoliloquyO AAA)lal discloses the dundaries of our shad un-
derstandings by testing theirdrders, which can lead us teimagine
not only whowe are, but alsowhat we ar. At the same timeplay
can draw the entities v encounter out of their concealimess as ei-
ther simply familiar or sgecifically useful items, opning up the ws-
sibility of viewing a place or a thing not only as what, but also as
awho Bar-On affirms, OThe place wier have chosen to prform
already has, to my sensibilifya state of consciousness; it @idy has
a vision, in itself, which | wish to etain and enelop into my ovnO
(dQuestionsAA).
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competing and interseting interests and affinities, not all of

them human. The ®ronto iteration of Disposition brought
these concerns into sharp éois during a segment of thegsformance
that traversal Riverdale Farm, a ¥4.%-@®@wrking farmO that seres
as an admission-&e educational and ecreational destination. A an
idealized, artificially pastoral envionment in the heart of the citythe
site offeled Bar-On a rich setting to illuminate tensions aund home
and territory by attending to the complepresencing of wrld.

Bar-OnC)s envwnmental art practice engages with sites of

During one vignetteNmuch to the consternation of the FarmOs em-
ployeesNBar-On stepgd behind a chain link fence while the audi-
ence stod on the main pathwayA green sign with white lettering
made the fend®s pumpse plain:

15(51) 17& ?@'E
@%518801%17?)(
F IDNLTAQT

Riverdale Farm is situaton a slo that once formd part of a wet-
land along the Don Rigr. Efforts were undemay to reclaim portions
of the FarmOs a@age: emoving invasive plant sgecies and epopu-
lating the slope with native vegetation, as wll as allaving some of
the marshy aeas to egenerate as a habitat fordal wildlife. Where
Bar-On was standing, justdhind the fencewas an aea slate for
reclamation, although any such @rk was clearly incomplete; in fact,
the immediate area was pilel with rubble, bits of brick, and discal-
ed wood. As the audience watcliefrom a sanctiond trail, Bar-On
extracted some intact bricks fom the jumblel pile and usd them to
build a miniature squae structueNa tiny, rogue house at the divid-
ing line between a temmrary waste dump and a gen space in the
process of enaturalization.

The action was pignant in relation to the textual content of the r-
formance Throughout the tour Bar-OnOsgpsona offeed sporadic
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recollections of places visité and lived in, for a time by her and her
familyNof the Old City of Jerusalem with its palpable histoand
captivating atmosphes, the eagerness of theesidents to sell their
wares, but whee, finally, Ove couldnOt visit [E] any mar because of
antagonism letween Arabs and JesO; of Ramat HaStuar, a suburb
of Tel Aviv; and of Metula, in the northernmost part of Israelob-
dering Lebanon, originally a Druze settlement that was phasel
and colonizel by agents of Bain de Rothschild at the end of the
nineteenth century. From these narratie fragments emergkan im-
age of a family condemreeto continual nomadism, drawn toerdant
landscajes e/oking Othe gaten of Ederf) but constantly umoted by
forces of urbanization, industrial farming, and ethnic andligious
disputes. The storof one peopleds colonization and settlement is of-
ten also the stoy of anotherOs supgssion, deimation, &ile, or an-
nihilation.
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Bar-OnOs construction of the miniatuhouse within a estricted
area designate for wildlife but replete with traces of human activity
made &ident multiple competing personal and public integsts, as
well as tensions avund hawv the use and ocupation of space iseg-
ulated and mliced in relation to those inteests. Whether wittingly
or not, however, Bar-OnQOs inteention into this forbidden zone al-
so exceeded DispositiorOs concern for the various human agents and
institutions that lay claim to a sit®s us@he audience was cordnt-

ed not only with DispositiorOs inscription of human territorial con-
flicts onto the site but also with the inteests of compting plant
species, unsen wildlife, discaded but materially oldlurate construc-
tion materials, and the shifting @logy and gegraphy of the laver
Don Valley. Objects that might not hae incurred a seond glance un-
der other cicumstancesNthe chain link fencéhe pile of rubble the
various plant sgciesNsuddenly lomed large and lecame unepect-
edly meaningful in their compl&, multi-layered interconnectedness.
They emergel as actants, taking on a character and intentionalityNa
whonessNthat calld for their inclusion in the wlity and politics of
the public ealm the grformance enacté

sz [

stance of petic licence driven by an eclusively human

imagination and linguistic facility that gies animistic sup-
port to unthinking and even inanimate things. These particular
thingsOales and inteests, after all, ere made palpable iDisposi-
tion by virtue of human fiatNthe sanctuar signNand Bar-OnOs defi-
ance of a municipal atinance’ Such a eading, havever, fails to take
full account of the way intelligibility is distributel, hovever asym-
metrically, acrossthe axis of rception that is a vorld. Our worlds
are not enclosd by either our individual consciousnesses aes our
collective cultures. Thg are worlds not only because ve in our hu-
man awaeness inhabit and a&r part of them, but also écause thg
extend beyond our permeable brders to encompass many tegs of
others who hae the capacity to conng with us. However in-
scrutable a nonhuman eature or material entityOsterestflthat is,

T his evocation of things-as-whos couldévieved as an in-



their potentials for connetability that mark them as having their
own worldsNmay usually ke to an eeryday human obserer, our

shaled worlds nevertheless hag the surprising ptential to spark
with unexpected glimmers of another thingOsimg. Put simply a

thingOs who-ness is te found in its connetability.

Undoubtelly, Bar-OnOs infiltration into the Cabbageto neightour-
hood in Dispositionoperated as male of inscription, @erlaying a hu-
man narratieNwhether eal or fictional, certainly fom another time
and placeNonto a distinct siteAt the same time however, the res-
onances of the loation and its nonhuman inhabitants inteened in
an act of conscription, evealing themseles and their inteests in a
way that exceaded DispositiorDs ostensinarrative. Matter appeared
as vibrant. | Iecate this vibrancy not as an aura emanatingin the
object, but as a function of the ptential openness of a shad world.
Vibrancy registers as sensation: a felt quality ielation to an objet
that is at the elge ofNor erhaps just leyond the limits ofNthe hu-
man and the humanly kneable Vibrancy is a marker of a gtential
shift of awareness, which is to say agential shift of on€selational
field to recognize other pssibilities of connetability. Manning iden-
tifies a capacity for vibrancy asazurring when Ong modes of &pe-
rience ae creatal from the perspective of the event itself. This mak-
ing-operational, fom within the event, is what poduces not only
new modes of life but livelier livingO (AA)cTmake oprational from
within the eventis a delicate task thatalies not only on an assertion
of human intentionality but also on thingsO capacity to encounter
and act upn us as bdies.

Events, of coursgare in no way unique to art. If art eents ae in-

structive as a particular elational coalescence of timspace and

matter, it is perhaps lecause the conentions of art ae not confinel

to either what we find to be useful or what ve understand as adady

actualizel. Art is artful at least in part lecause it privileges the
vastness of the imaginahlattending to the unpedictability of con-

nectability and the unique @r perhaps ubiquitous)characterof

things. Art as an gent is whee the aestheticNthe @rceivableNin-
tersects with the ethical by encouraging us to appach objets as
having a lifeNand a wrldNof their own.
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Zet, Martin OLady in REOReista Umyle, AAAA(A), A April, AAAA, divus.cz/
london/en/article/lady-in-ed.

Figure A: Alina Bar-On couching keside a chain-link fence as the curator
looks in Disposition(AAAA) heto by Miklos Legrady

Figure A: Adina Bar-On lays face-den in a cross sition on a private lawn
in Disposition(AAAA) heto by Miklos Legrady

Figure A: Alina Bar-On stands in the middle of the s#t as cars apmrach in
Disposition(AAAA) hto by Miklos Legrady

Figure A: Alina Bar-On touches a parkkcar as the drier exits in Disposition
(AAAA) heto by Miklos Legrady

Figure ¥%: Alina Bar-On defies zoning rules to build a small de structue
in a restricted area inDisposition(AAAA) heto by Miklos Legrady

A. Se for example Bruno LatourOReassembling thecal: An Introduc-
tion to Actor-Netvork Thery.

.)>>

Earlier English translations oBeing and Timese the phrases €ady-
to-handO foZuhandenheitind Opesent-at-handO faforhandenheit

A.  To be fair, Heidegger continually eworked his understanding of
things in his writing. In OThe Origin of the \fk of Art,0 he takes up
the task of thinking thingliness indepndently of th equipmental-
ity and workliness by laying out an apmrach that considers things,
equipment, and vorks of art in their interrelatedness on a comparativ
spectrum. In OBuilding Welling Thinking® he descrés built objets
as resting in the unity of the fourfold las Geeirt), a coming together
of earth, sky mortals and divinities that sems to come much closer to
an acknavledgment of the ptential for vibrancy in materials.

A. After Being and TimeHeidegger wuld revise his description of
OworldO in its opnness by detailing itsalationship to a sheltering and
concealing €arthO:
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In this reconfiguration of world, the relationship letween world and
earth appears to oughly correspnd to that ketween culture/civiliza-
tion as the world only given to Dasein and nat@ as the earth that
grounds materials accding to its ovn physical laws.

Fado is a dronto-basé artist-run cente delicated to promoting and
producing performance art. It was formein A%A as an ad hocollec-
tive of five performance artists, and was incoopated as a non-pofit
artist-run centre in AAAA with me as its only empée. My title was
Performance Art Curatqralthough | was espnsible for all adminis-
trative as vell as curatorial duties. Since my depar&ufrom the or-
ganization in AAAY,, Fadow operating under the trade nameAbO
Performance Art Cent, continues to le English CanadaOs only artist-
run centre devoted exclusively to performance art.

Dispositionwas pioduced in the contet of a performance art series en-
titled Public Spaces/Privatddes, pesentel between AAAA and AAAA.
The series featwed a total of AA mjects involving Av: artists &m six
countries. My curatorial pemise was toxglore
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Gustaf BomsO8Questiongeatures a humker of experienceal perfor-
mance artists ansering the same pepaked list of questions. Bar-OnOs
answver cited here respnds to the question, OWhat motivatesuyto
introduce MATERIALS/OBJECTS int@yr work?0

This comment was offead in respnse to BomsOs question, OWhat ar
your thoughts on SRCE/EMPTINESS inogr process?0

The by-law cital on the sign was in fact no longer in eft¢ at the
time of Bar-OnOsgpformance having keen sugersaled by Chapter %A»
of the City of Toronto Municipal Cale The rvised Cade was put in
place to harmonize city plicies in conjunction with the amalgama-
tion of various municipalities to form a @ronto OmegacityO in A%V,
While a similar regulatoly regime emainel in effect, there is some-
thing poignant atout the signOs appl to a defunct statute that saks

to the way texts can enact disciplinarpractices that enfaze territorial
boundaries and stial constraints, whether the content of thosexts

is accurate or not.
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This article offers embdied, phe- Cet article popose des descriptions incar-
nomenological descriptions othe negs et phéomejologiques du pojet de
disorientation poject, a solo vork degorientation une Tuvr e en solo de l'ar-
by dance artist PMegan Andews. tiste de la danse PMegan Andews. Du
From the position of an ongoing point de vue d'un ténoin permanent de la
witness of MeganOs practjtie au- pratique de Megan, l'auteurefledhit sur la
thor reflects on hav experiences of maniele dont les epefiences de dgorien-
perceptual disorientation can @ tation perceptuelle puvent dre puissantes
potent and poductive, opening et productives, ouvrant ainsi la eie dides
space for elations of cae. relations de sollicitude

he disorientation mject is a solo work by dance artist P

Megan Andews. The ppject premiered publicly as part of

the ODance in ahcouerO shacase in Neember AAAA,
though Megan had &en cultivating the work as an embdied prac-
tice for over four years prior to this date Though gegraphical dis-
tance and C®ID-A° pandemic conditions @vented me from at-
tending this public engagement of the pie | had keen witnessing
MeganOs eekly rehearsals via Zom for six months leading up to
the public pesentation. Mdiated in this way, | would OjoinO Megan
each Friday at the Dance Cesmtiin Vancou\er to discuss the piee
and witness her practice



THE DISORIENATION PROJECT

This paper focuses sgcifically on situations surounding moments
in the disorientation mject when Megan pompts the question
OWhee am | nav?O While the mject contains many other phenom-
ena worthy of discussion, | dwll on these Owheram | navO situa-
tions to descrile some of the ptent disorientation &periences made
present in the vork. Specifically, some of the phenomena held gr
sent in these moments include somatic empatkpatial levels, ges-
tural sedimentations, ogning to otherness, andding held in ela-

tion.

| come to this work through the Baly Hermeneutic methd, an em-
bodied style of phenomenology which was first @eloped by Samuel
Mallin and has since thenden taken up and adapteby a range of
scholars: Through this methal, one works on questions though e-
tended, temporal studies of artvarks, learning fom the ways sp-
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cific artworks madify oneQs gestas, rceptions, affets, and cog-
nitiv e-linguistic capabilities. Bdy Hermeneutics starts &m experi-
enceand accepts that alb@erience is embdied. Artworks hawe the
capacity to entwine the prceiver and perceived in potent experi-
ences. By holding us in theseotent, emlodied situations, artvorks
can also help depen our understandings of some of the mostgsss-
ing and challenging issues of our timé remain true to the Bdy
Hermeneutic methd by spending many hours with the artwrk and
only working from writing that was done in the pesence of the art-
work. | also continue to gtend this non-eductive methal in this pa-
per by reflecting on the highly meliated experience of witnessinghe
disorientation prject through a rtal of video streaming.

Additionally, | come tothe disorientation mject with a history of
scholarly and ceative collatoration with Megan Andews. Thus, |
enter the work already in relation, but also calle to witness this
work in its transition from a mazement practice to a public @senta-
tion and installation. In this papr | heed the reminder that Fielding
draws out fom IrigarayO3o0 Be Wo that @ultivating perception re-
quires attending not only to Owhat iemeivedO but also to Othe one
who perceivesOO (Fielding A1 Aim to demonstratgthe disorien-
tation pmoject unfolds through emlwdied relational piocess, and &
ing held in relation is a k¢ phenomenon of the wrk. My phenom-
enological descriptions, written in the first grson, foeground my
own contributions to the elational unfolding of the vork. However,
the phenomena includzin this paper are those that emainal strong
and present though many epeatel sessions with the wrk, and ae
those that | think many others wuld agee are prominent eperi-
ences of the wrk.

Upon entering a studio at the Dance CerfrMegan first sets up her
space by arranging any furnitug; setting up her camera, and laying
out the set of objets she uses for her @rk. The objets include a
set of cads on which Megan has written mement pompts as vell
as quotes fom theorists including Sara Ahma, Jane Bennet, Erin
Manning, and Martin Bulkr. Megan then gets into the ark, which
consists of mgement, spken word, and wcal sounding. Though
the different prompts and practices of the erk can layer in varying



ways and fow in any order, Megan always bgins with an emiod-
ied land acknevledgement. Each time this pcess is imbue with
the question of hav to do so authenticallyHow can one acknwl-
edge a settler psition without merly paying lip sewvice? Can this
ever actually ke a transformatie process? A a moement practition-
er, Megan turns to her bdy to ask and verk out these questions.
Rather than ecite an acknavledgement, she mmpts herself to ty
to Ofac® the Indigenous nation or community that she is naming
with some part of her lody, building a kind of todily mapping. Ac-
cepting that often this will fail, she seks an honest action of learn-
ing and working alongside pocesses ofestoration. She invites the
process to vrk on her to change her ttough emergent gestes.

The disorientation piect is an emlodied practice The work is as
much interior as it is &terior. This means that it is not firstly a dance
or even a performance That is, Megan is not ther only to be looked
at, but rather to enter into ethicalelation with her situation, includ-
ing with other people objects, light, sound, spacend the mlitical
structures that habituate us in so many ways. Megan comes to the
practice with a commitment to enteringgeriences of disorienta-
tion. She also commits to emergenaghich is to say that the wrk

is never the same one time to the mé both in form and tempral
duration. The diffeent practices within the vork overlap and inter-
rupt each other alloving for new permutations to emergeRelatel

to this, Megan brings a commitment to waiting. If one disorientation
module has eachel a closeand another has notgt emerge, Megan
waits until a nev module dees pesent itself. This pavents rushing
into something or falling into epeating something that is knan or
well-worn.

Many of us can easilyalate to experiencing disorientation at the his-
torical moment of the writing of this tetNspecifically spring AAAA
to summer AAAA. Our dailyutines and habits ar continually keing
disrupted and adjuste by the conditions of the ongoing C@D-A°
pandemic. Ex@me weather eents assoiated with climate change
are displacing pople and changing our familiar landscep. The
events of the Black Lies Matter meement hae provoked acute
reckoning with the systemic racism whichamains stubbrnly pre-
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sent in our institutions. And hee in Canada, the diseery of over a
thousand unmarkd burials of Indigenous childin at the sites ofes-
idential schmls, with estimates that thousands mercould ke found,

is awaking trauma and grief in many Indigenous communities while
simultaneously demonstrating that Canada must neotruthfully tell

its history and find nev, more ethical ways foward. These a& just a
few of the ways we may curently be finding oursel\es disorientatd

in our lives and communities. Our familiar ways oélating saially
and politically, but also prceptually and gesturallyhawe shifted.

We must adjust and eorient, but can ve pause bfore we do so?
Throughthe disorientation mject, Megan gently asks us to linger in
the experiences of disorientation without to quickly trying to put
things back the way thg were. By acti\ely entering disorienting &-
periences andemaining thee for as long as canésustaine, Megan
leads us to eplore the insightful and poductive asgcts of disori-
entation. Only after Megan has fullyx@lored a particular malule
of disorientation d@s she pause and ask, OWham | nav?0O With
this question she tentatiely and gradually mees into reorienting to
her situation, carying with her the richness of her @endel expe-
riences of disorientation. She senses outrhber relationships with
self, objets, envionment, saial situation, and plitical positioning
may ha\e shifted. Through the public pesentation of this verk, she
invites and guides us to do the same

she cuts a Owake though the spaceHer arms ae gently

stretchal out, simultaneusly receiving and letting go of the
past, the trail, theafterto which she is nav oriented. Megan spaks
as she walks, @mow, between, kehind, eside over, beyond EO and |
experience hav all these orientation verds shift their meanings as
she maes in time and spacerThis is to say| feel time moving as |
witness Megan facing what is usuallyelhind her; the meanings of
the words she spaks shift contgtually as she lows through the
space-time of this situation. Slight concern that Megan may walk in-

I witness Megan walking backwas. Her meements ae fluid as



THE DISORIENATION PROJECT
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to a chair or a wall vells up in my lody as | sense that she is giving
up some of her agency by imrting her orientation to walking. ¥t
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her movements emain swift and fowing and thee is even a tilt and
torque to her meement as she leans into the winding paths she in-
scribes in the oom.

Ewven through the layers of cameras and sens, | &perience a
strong sense of somatic empathy with Megan as shevesthiough
the madule Her movements instill a fodily disequilibrium in me.
The eploratory nature and &en vulnerability of her embdied pres-
ence ae felt in my interior even as | emain seatd at my desk. At
the same timel regad her as an imagean inky black form, and | am
impressel by her capacity and ability to mee with such lucid agility
What | am trying to descrile is hov | am almost paradeically held
in flux between concernd caie for her vulnerability and espectful
regad for the virtuosity of her emlodied articulations. A question
emerges for me: H@ can one maintain ca¥ for oneself and others
while holding open encounters with the unknon?

Megan pauses and asks, OWham | nav?0 This question snaps me
out of my somatic connetion with her. | begin to obseve and listen
to her space with herwhile simultan@usly becoming awae of my
own space and sugunding sounds hex in southern Ontarip so far
away from the studio | feel the distance and sense out the &g of
mediation between our spaces as | notice the sounds of a caving

by my home Along with Megan, | eorient to my spaceher space
and the audio-visual prtal that connets us. | find myself split b-
tween, oth here at my desk in my chair and therthrough the portal

of the computer saen. My ownn frontal orientation to the soeen be-
comes palpably msent. My elation with both the space of MeganOs
studio and my home office @ change following my perceptual and
affective connetion with MeganOs mement thiough the malule.

With the question OWheram | nav?O | am carridalong with Megan
as she mdulates fom one erceptual level to another To further
explicate the phenomenon of @O ve can turn to Merleau-Pon-
tyOs phenomenologicatftection on one of Max VeértheimerOsxe
periments with spatial orientation. In the xperiment, a subjet is
placal in a situation whee they perceive their room reflected in a
mirror at a A¥%-dege angle At first the room appears obliquetilt-
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ed, but after a fev minutes, gerception of the oblique angle straight-
ens out and the subje and eperiences a @distribution of up and
downO (A¥:°). Théegin to perceive and mae with ease again. With
this adjustment, the subje has enteed a nev spatial level. As Mer-
leau-Ponty works to descrile this situation phenomenologicallyhe
demonstrates he the senses @& not meely passie receptors but
are OgeadO into the wrld, working to fully inhabit the givenness
of the situation. The adjustment éim one spatial leel to another is
not a choice not something that can &turned on or off. Ratherthis
adjustment demonstrates the way thedy is integratel with its sit-
uation. As Merleau-Ponty writes,
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Phenomenologicaleflection on the adjustment to a ne spatial level
brings Merleau-Ponty to descrébhow the body wants to gain as
clear a grasp asgssible on its situation and he the body is con-
stantly maximizing its integration into the wrld. This perceptual
movement of the lody is integratel closely with the materiality of
the world, while at the same time the arld demands these sorts of
integrations. The way the bdy adjusts to a ne/ spatial lesel allows
us to descrile the primodial pact the lody has with the world, how
the body is always aleady theke trying to make sense of its situation.

As a ceative practice the disorientation mject foregrounds and at-
tenuates pocesses of adjustment, of rdolationNthose in-etweens
as the lody inevitably works to integrate as fully as @ssible into its
situation. The concept of QlelsO helps us articulate Wwothe per-
ceptual ldy, without conscious choigawill work to OeorientO itself
as fully as mssible when it is thown into a new level. Peceptual
disorientation is challenging to maintain. Ithe disorientation ymject
Megan is not grforming or representing disorientation but commit-
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ting to entering and emaining in disorientation for as long as it can
be sustaind. As | witness Megan mee through different modules
of the practice | witness the emergence of diffent perceptual le-
els through her The pausd and interruptive question OWheram |
now?0 offers a gap for palpable awaess of andeflection on the
potency of disorientation, the way thedzly both opens to alterity
and gathers itself together as it mes ketween levels of experience

] d

tation. | witness Megan spinning and counter-spinning her
torso while her feet remain plantel. Her arms ae flowing in
sgquences of gestas; a defind set of gestues made with her left
arm phase with a diffeent set of gestues made with her right arm.
| see her cawing out space with her arms,deawingO or OpaintingO
lines in spaceSimultan@usly she is spaking rhythmic phrases that
flow and interset with each other OField ofxgerience / cleaving /

I et me kegin again to further describ the ptency of disorien-



depth of the water / time of the wind / field of the ack / surface
of the wind / field of the wateEO Though the collusion of MeganOs
gestues, the lilt of her wice the set of wcabulay, and the togue
of her spinning/counter-spinning meements, | fel Megan conjur-
ing up a OmagicalO landseapbegin to sense an imagingrlocale
emerge all anund her This is a petic landscap where ancient lay-
ers of time and space arawakend, layering over a curent place
| witness Megan as entrandein a vivid perceptual experience of a
vast and distant landscapand | can almostégin to se it with her.
Certainly, | feel this landscap as etically and imaginatiely pre-
sent. Megan pauses and asks, OWen | nav?O With those wrds,
I am yankel out of the faraway place | was with Megan andturned
to the present. | fel a separation fom Megan as shedgins to &-
plore the actual space of the dance studidegan ogns herself to a
reneved perceptual eperience of the studipattending to the light,
sounds, shades, and surfaces of the space

Prior to this interruptive question, | was thexr with Megan, drawn
into the OspllO of her meements. The elasticity of the conoton
remains, but it is nav noticeably stetched through differing sceens
and rooms. | feel displacement with this abrupt shift, and | alsodke
resistance to MeganOsptoration of her studio spacel feel there
is nothing to se; it is a neutral spacedesigne to be backgound.
Rather than filling the spaceMegan foegrounds it, attends to it. |
am accustome to perceiving this space as neutral, theto accom-
modate diffeent activities the way a claseom dces. But though
MeganOs tentaty exploratory movements into the spaceand een
the vulnerability she shwrs in doing sq | begin to experience the in-
adeguacy of the logic of neutralityl sense this out as anxeension
of Western idelogies, a kind of attempt at spatial olgjvity. | donOt
want to explore this space; it is not ther to be seen. The dissonance
between my habitual elation to this space and the way Megan is
inviting me to relate to the spacedsomes palpable

A pair of quotes fom Sarah AhmdOQuesr Fhenomenologare help-
ful in further describing the ptency of disorientation encounted in
the disorientation mject, and hav experiences of disorientation can
help us attend to what commonlyamains backgvund. These quotes
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are often spken by Megan fom within her emtndied practice par-
ticularly when she engages in Ointezading) a practice whershe
interweawes multiple theretical passages while mong. Here | ex-
tract these quotes to helpxplicate some of the phenomena encoun-
tered in the disorientation jject.
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The idea that histoy happens in the epetition of gestues, in what
becomes habitual though repetition, is descriled in the language of
phenomenology as skmentation. That is, though repeated experi-
ences, our bdies derelop habitual ways of dealing with similar situ-
ations and these habits or tendenciescome sdimented in our bod-
ies. These simentations help us deal quickly and easily with similar
situations over timeNthink of how the gestues of writing with a pen
become easy with epetition over time. However, when we encounter
novel situations, ve still tend to draw on our sdimented habits, @en
though these sdimentations emain partial and inadguate for deal-
ing with the newness of the situation. A Helen Fielding descrés,
Olmpsing past structues gives us the sense of planningaaely for
the future, but it does not on the future to creative possibilities
that might break those structues oenO (Fielding ¥s). This helps de-
scribe haw, though we may want to changewe find oursehes re-
peating past kehaviours. At the institutional scalesalimented struc-
tures such as racism, patriely, and classismdrome emlbdied and
engrainel and deply challenging to beak open and unlearn. Our
emiodied gestues cary and repeat s@limented ways of orienting to
others, objets, and the world. Follaving Ahmed, we can consider
how our sedimented concepts and struct@s orient us to the werld
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and impact the elative ease or difficulty with which ve move in
the worlds we inhabit. A Ahmed states, OWhenevare orientatel,
we might not even notice that ve are orientatel: we might not ezen
think Oto thinkO abt this point. When we experience disorientation,
we might notice orientation as somethingedo not haeO (¥4%%) ofm
here, we can further compehend disorientation as somethingpent
and productive, a male of experience that can help us grapple with
what othemwise tends to emain hidden and backgund to the ways
we organize the wrld. Witnessing Megan, | sense out some of the
ways |tendto orient to the studio space and to my computer een
and interfacel also withess Meganending and drawing out gpe-
riences of disorientation allwing gaps for emergent gestes.

\%

vulse through her tody, and | feel a loss of contol or agency take

over her lody. She appars to e at the mecy of the shaking. It
looks like fear and it looks like anxiety | also hear the tembling in
her woice as she says, @\afe vital materialityO This quote &m Jane
Bennett takes on conette, contingent meaning as it is ripptewith
the fleshiness of MeganQOs erdled state The shaking shags her
emihodied and linguistic &pression. A she lends and eaches with
her arms, the shaking limits and sculpts thesgsibilities of her ges-
tures. Een though | knav Megan is capable ofidid, highly articu-
late, and compsel movement, | feel myself lbund in an affetive ex-
perience of cae for her | want to samth and comfort her while simul-
taneously becoming increasingly awae of the physical and ndiated
distance letween us. | am a witness, a wieer, and in this psition, |
notice hav my desire to comfort Megan is wrapgd up in a desie to
ease my wn discomfort of watching a practice of something so un-
like @ancingd That is, | alsodzome a vigver of my own expecta-
tions. Perhaps | can learn to sehis as &pression; grhaps this is a
movement of shaking fee of selimentel, habituatel gestues. /s
Megan pauses and asks, OWham | nav?0 | am pulié into a nav
present, and | fel myself adjusting to this n& present. The shaking

I withess Megan standing, shakingrdmbling maoements con-
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has stopgd, but | feel its residue shaping the field ofxperience
around me hee at my desk and @aund Megan as she @ns herself
to the space of the studio with palpable vulnerabilityam led to ask,
OHev does the vorld appear differently after crying? After suffer-
ing?0

As with the madules describd alove, | withess Megan bth giving
up agency andemaining highly adept in her practices of disorienta-
tion. Samuel MallinOs concept of an Oariman help articulate this
phenomenon, which, at first, | paraddaally descrile as Megan bth
losing and fully in control. How can she le both in possession and
dispossession of agency?sAMallin demonstrates in multiple ways
in Art Line Thought describing an artwrkOs OlinesO helps sustain
the confuence of suppsally contradictory concepts (Mallin A¥%A).
Each malule inthe disorientation mject helps depen its maditation
on (dis)orientation, which | offer is a mditation on hov one might
open oneself to alteration while simultarmisly maintaining espect-
ful care for self and otherDeepening the concept of Qlel® Mallin
articulates the mgement of an art ling how it holds its own integri-

ty while also malulating and leing madulated by its situation.
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Through the ac of this madule, | witness MeganOs shakingesging,
gesturing lody being shagd and malulated by the strangeness and
alterity of the situation. At the same time witness her holding her
self her integrity, through encountering alteritysetting a nev lev-

el that flows into the future. The pause and question OWaem |
now?0O makes phenomenologicallyepent the fux between opening

to otherness and gathering back into the wholeness and integrity of
the situatel body.
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make a spcific gestue, and delare, OThis is the kitche®.| note

a slight burst of joy in me; | hawe witnessé this madule kefore,
and esen though it varies each timel recognize my enjgment of
both the familiarity and eploratory nature of the malule. Megan
walks to another part of the dom, makes a distinct gestar and
states, OThis is thednt doorO She is conjuring up a domestic space
OThis is the feeplaced With each dgaration of a bom in the house
she takes up a sgific posture and gestue. OThis is the diningpomO
Each distinct gestur becomes assmated with each distinct pom.
OStairs going denO A Megan states, OThis is the kitct@n, note
that she epeats the same gesteras when she first ddared the
kitchen. Thus, | also fel Megan designating a gesturabgabulay
where each domesticaom is assoiated with a specific, repeatable
gestue. OThis is a diffent kitchenO She intiduces et another dis-
tinctive gestue, now indexed to this different kitchen. | witness
Megan walking though and eploring the different rooms of this
imagined house OThis is a diffemt living roomO A the @ifferentO
spaces & introduced amidst the first set of ooms, | kegin to per-
ceive a mash-up of tw different domestic spaces. OThis is thenir
doorO OThis is a diffemt front doorO The pace of MeganOs gestur
begins to sged up, and the intonations in her gice kecome frantic.
| witness Megan tying to find her way through a collision of tvo
familiar spaces. She apprs disorientd between the moms and ges-
tures of the initial house that she conjad up, and the discete moms
and gestues of the diffeent house | feel the two domesticities lay-
ered or mapped on top of each otherand Megan bcomes inceas-
ingly frantic as she tries to navigate the dizzying disruption of a
space that was originally so clearly diared and assigne. | also wit-
ness Megan lostdtween the concete emlndied realm of the situa-
tion, and the imaginatie-cognitive realm. Her set of emtrlied ges-
tures keeps her in the material prsent, but it emains indgically tied
to imagineal places though each linguistic assertion.

I witness Megan walk purpsefully into the cente of the 1oom,
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Many of us can elate to the ways our gesteas kecome habitual with-
in our familiar, domestic spaces. &\tan each for objets without
looking and walk without paying conscious attention to the contours
of the spacelf we move to a diffeent domestic spaceve may find
our sadimented, habitual gestugs failing us. V& can lecome disori-
ented, reaching or lmking for objects in the wrong places, and me
ing with less easeThe habitual gestws cultivatel by one domestic
space a@ made strange and unfitting in another domestic spalre
this module, Megan uses this kind of disorientation of habitual, fa-
miliar, @omesticatdO gestws as ceative material. Each time sher
peats the mdule, the gestues assoiated with the distinctive spaces
are different and thus collide and natulate each other in differing
ways, but the slippage and failarof specified gestues to fittingly
hold their claims continually emerges.

One of the situations whey we can &perience sustaing potent
@isorientationO is tlough encounters with artwrks. As our bodies
work to integrate with the unique situations of artarks, we can &-
perience the inadguacy of our sdimentations and bgin to expand
our habitual ways of elating to others and our wrlds. As Helen
Fielding demonstrates irCultivating Peception Though Atworks
perception itself can b cultivated:
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Through detailel phenomenological descriptions of arbaks, Field-
ing goes on to demonstrate o artworks can vork on the perceiver,
cultivating perception and ogning it up to newv creative possibilities.

By continually returning to and &panding her avn capacities for
perceptual disorientation, | offer that trough the disorientation -
ject Megan has deeloped a practice of prceptual cultivation.
MeganOsxperience of disorientation lingers in the gapebveen the
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sensible and sensing. By tging here, the inadeuacies of certain
salimented meanings can égin to shav themseles, while strange
perhaps ¥t unnamel meanings can &gin to emerge Furthermoe,
by entering into relation with Megan as shexplores and &pands
the art lines of the m@ement practicemy own perception ta is cul-
tivated. As mentionel alove, my owvn expectations lecome part of
what | witness in the poject. Even in my witness msition, Megan
carries me into the gap étween the sensible and sensing, though it
may be subtle and quiet.

\Y,

BN
e®O Megan says, and | witness her place a stick on the
r. She walks to another g in the room and says
OtheeO as she places dvsticks in an OxO on thiedr.

The process continues;, Megan mes to diffeent OheesO and
OtheesO in theaom, marking discete lines and OxOsO with sticks and
vocal designations. | notice Megan we out of the frame of my vies
through the laptop camera, but | can stilleder in the studio miror.
She comes back into framand | se two of her, though for me loth
are flat images on my monitarMegan places a stick indnt of my
Ostand-if) the laptop in the studj@nd says, OheD | fel the gestue
as a gift and an invitation to playAnd yet, even as my lody longs to
step into the studio and mee amidst all the designateOhezsO and
Othees) | am loked in my own OhegO in my chair at the other end
of the Zacom call.

Now | witness Megan take a gstal marble and say Olefd as she
brings it to the floor; a warbled sound of the marblealling across the
wooden floor then fills the spaceOThesO Megan says as it nears the
end of its trajectory. Her movements lecome playful as she animates
multiple marbles, olling them out along interseting pathways le-
tween OhaO and Othe® For methe translucent marbles arbae-

ly visible on the pale wod floor, and so the gperience is moe au-
ral than visual. | spculate that the vebcam algorithm is biase to
provide cleaer detailal representation of human faces and figes
rather than backgound planes like lbors and walls. Aain, | want to
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be there and play with Megan; een sq through the layers of meli-
ation, | can fel a lively charge in my evn body. | begin to witness
how the spatial game Megan plays with the marbles, alstdmes
a play with time. Each trajetory of a rolling marble lecomes a path
forward not only in space but also in timeThus, | fel the ©bjectiveO
of the game is to play with spatial-tengral lines, ceating webs of
paths that shift and fade in time

OWhee am | nav?O Megan asks, and suddengleases im the
world of the game She legins mwing slowly and caefully through
the space verbalizing her aploratory process. OOrienting to the
shadavE orienting to the sound of the space E orienting to light E
orienting to breath E orienting to sound outside the space E orient-
ing to pulse E orienting to gravityO | find myself orienting with her
allowing her to lead, allaving her to be my perceptual avatar in the
spacel recognize she is in agrceptually unique statgyet | am invit-
ed in and invited along thiough her gentle gploratory movements
and articulations. A Megan steps aund and ketween the marbles
and sticks, | fel we hawe nowv entered a newv temporal present. The
situation of the game has sligol away e/en though the objets of
play remain on the foor. The meaning of the obfs has shifte.
They hawe lost the animatd presence thg held while caught up in
play, yet they are transformel, holding a kind of agential integrity in
the Owak® of the gameAs | witness Megan emergedm this mad-
ule, I recall another iteration of the same nalule where she wcalizel

a quote fom Jane Bennett®@rant Matter OThe ethical task at hand
here is to cultivate the ability to discern nonhuman vitalityO (AA).

Witnessing this malule brings me to a mditation on cae. The culti-
vation of perception | encounter irthe disorientation mject expands
in care-full ways, helping me gperience and descrédisorientation
as tent and poductive. While many lived experiences of disorien-
tation can te distressing and een traumatic, | &perience disorien-
tation with Megan in this artistic practice as a kind of tender ep-
ing. Throughout development ofthe disorientation mject Megan in-
tegrates practices of carwhich help cultivate opning to otherness
through disorientation without doing harm. Those who aiinvited
in to witness the piee ae given a OScerfor Practicé a cat con-



taining textual invitations and pompts for encountering the wrk.
The first phrase in the scer reads, énter when eady leae when
neededO Though this gentle invitation and thoughout the vulnera-
bility Megan exposes in the work, cate is generatd for self and other
by cultivating perception in non-appopriative ways and espectfully
relational ways.

Let me describ this relational piocess further and descréhow it is
imbued with care. In her essayO® Paint the Invisiblg Irigaray de-
scribes hav perception is alteed when it is shaed with an other Our
body is always intertwinel with other bodies and our prceptions al-
ter and ae alteed by the other mdies with whom we shae experi-
ences (AAA). Eotbed perception is always in elation. Irigaray ges
on to descrile this as @ being-in-relation-with which is madulated
differently accoding to whether the elation is with an other human,
an other living keing or a fabricatd thing, ke it material or mentalO
(AAA). Helen Fielding deseritithe phenomenological psence of b-
ing with and being in relation that she encounters in the paintings
of Joan Mitchell. OHer [MitchellOsprks reveal the expansiveness of
perception to the ssibilities of these alternate and invisible metab-
olisms for ogening up our elation to natue. They reveal hov she
bends into the lines of natuwr and hav nature opens her up to ne
and generatie forms of expression. It is not just a way of &ng; it
is a relational practic® (Fielding YA).

As | witness, | am prceiving-with Megan and | enter into aglational
process with herMegan is not tying to capture my attention. She is
not trying to perform for or impress meRather she is holding opn
a perceptually unigue pesent and inviting me in. The goal is not for
me to lose myself in the @pformanced but rather that | enter as my-
self and contribute as a self just byelmg thele as a witness in the
multiple layers of disorientation.

Following Fielding, we can understand this as cultivation oepep-
tion with the @oparticipationO of what isgrceived: OCultivating pr-
ception requires not only deeloping an ability to eflect upon sesing
as well as hearing and touching, but it als@quires the coparticipa-
tion of that which is perceivedO (Fielding ¥4¥4). ledgthe sticks, the
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marbles, the studio spaceand | all participate with Megan in the un-
folding of the madule. Even amidst my evn sedimentations that set
me up to overlook the space of the studio as OneutralO bamku,
and evzen amidst the Zom algorithms that vork to dismiss the sticks
and marbles as non-figurataly inconsguential as the loors and
walls, Megan gently holds all this in the vitality of the situation. De-
veloping our capacities for coparticipation, for codking, and co-
perceiving opens up space for alterity andesists the apppriation
of others (Irigaray OPaint the InvisilfleA®Y; Fielding ¥4¥4-Ya»). In the
case ofthe disorientation miject, its procedures work to resist our
Western tendency to appriate all things and kings into a singular
perspective while simultan@usly working to open a space wherwe
bend to and alter each other without attempting to incaspate the
other into our avn. In this way, | experiencethe disorientation -
jectas an embdied relational piocess imbud with care, where cae
is understad as erceiving-with, altering and leing alteed without
appropriating the other lodies with whom | am situate.
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Figure A: P Megan Andews performing the disorientation mject, at the
Roundhouse Community Arts & Reeation Cente as part of the
ODance in &hcouerO shwcase in Noember AAAA. © Rlegan An-
drews, AAAAhBtograph by Aleandra Pickell.

Figure A: P Megan Andews performing the disorientation mject, at the
Roundhouse Community Arts & Reeation Cente as part of the
ODance in &hcouerO shwcase in Noember AAAA. © Rlegan An-
drews, AAAAhBtograph by Aleandra Pickell.

Figure A: PMegan Andews working on the disorientation mmjectin studio at
The Dance Ceng; Vancouer. © P Megan Andews, AAAA. Image cap-
tured from Zoom video.

Figure A: PMegan Andews working on the disorientation mjectin studio at
The Dance Ceng, Vancouer. © P Megan Andews, AAAA. Image cap-
tured from Zoom video.

A.  For moe on Baly Hermeneutics se Fielding, King, Mallin, Marshall,
Miller, Svarnyk, Wnn.
A. Thesetof gestwrs Megan uses in this ndule were choeographel by

Canadian indepndent dancer and cheographer Sarah Chasd-or an
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ANGELA JOOSSE

example of Chas®s use of phasing in dansee ChasgSarah. OSarah
Chase film Bridges July AAAA shantsionOVimen, uploadel by Susan
Gelofsky, July AAAA, https://ivimeom/¥»»AAAAC.
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This paper provides an analysis of Ali
AbbasiOs fillBoderthrough a feminist
new materialist appoach that centers
what | call OwildingONa gcess of
worlding that challenges binar and
rigid structures of thought that di-
chotomize aistence into fixel cate-
gories thiough the cultivation of kewil-
derment, a state of ognness to not-
knowing which reguires the unlearn-
ing of anthropocentric epistemologies.
Paying attention to the etymological
roots of the word OmatterCag tody,
wood,  mother/nourishment,  and
place), the paer shavs how the film
displaces the dominion of sight with
an emphasis on symbiosis that fer
grounds the sense of touch

Cet article popose une analyse du film
BoderdAli Abbasi " travers dOune ap-
proche matZrialiste fZministe qui
centre ce que j'applle C wilding E N un
processus de mondialisation quemet
en question les structus de ens2 bi-
naires et rigides qui divisentédkistence
en catZgories fixes, et qui culévplut™t
la perplexitZ, un Ztat déuverture au
non-sawir qui nZcessite le dZsapen-
tissage des ZpistZmologies artpo-
centriques. En pretant attention aux ra-
cines Ztymologiques du mot C matésr
E comme corps, bis, mere/nourriture
et lieu), 10article morgr comment le
film dZplace la domination de la vue et
met au pemier plan le sens du toucher

ranian-Svedish filmmaker Ali AbbasiOs AAA» gebending film

Boder(GrSn}takes the form of a plitico-philosophical study of

the body as me&ium and as matterThe film tells the stoy of a
border agent, Tina, whosex¢raordinary sense of smell hasden put
to use by the plice for sniffing out feay anxiety, and lies told by po-
ple whose deeits range fom smuggling alcohol to dealing child
pornography This pager centes the werlapping concepts of materi-



BECOMING MATTER/BECOMING MOTHER

ality that subtend the conceptualo®system of the film in oder to
trace the patterns made by mements of the fimOsoties, their ad-
jacencies and gints of contact, their insides and outsidexnosities
and boundaries, and in so doing, teases out thegnding of oth the
filmOs plitics and ethics.

The stoly knits together a numler of genes. It letrieves Euppean
folk traditions alout disruptive figures outside of the soal order,
such as tolls, wild women, and changelings. It is a narra¢ivf iden-
tity: Tina learns that she is a tll, sawed through forced adoption
from the genaide of her kin. It is a omance: a stor about how
two scial outcasts, Tina and hetoplgSngeWore (Eeo Milonoff),
find and lose each othefeaving Tina to mother their child. It is a
crime stoly: Tina investigates a pdophilic kidnapping ring. And er-
haps most imprtantly, it is a stoly about adjacencies étween bod-
ies: alout foxes and fungi and fasts; stones and cold water

Critics and eviewers often appoach AbbasiOs film as an allegor
about OminoritiesO (Rapld, Slater-Williams), immigrants and others
(Jenkins; Mazaj; Sziamski), linking the directorOswn story of mi-
gration from Iran to Sveden to Denmark to his pstagonistOsgsition
as a lorder guad. Itis curious, then, that Abbasi himself hasjected
readings of the film that se TinaOs outsider status as an allggior
political border-crossings:

g) =)>?) ;=@()7? >@= 5)1? () C81= ()> I55*/8=1)> (17> 5)> .156 7
)=2117> ®1)7? (17> * * @7) 01881=>@= 5! &=1>) ()> 61d

=17?>Z 87Z 13C!1> B@5@LY @7 .156 >@= 5)> 6172>W!gd

41> 11?7 @7 .156 >@= ()> 612> ) ? 787 >@= ()> B55B * %%!>1a

Boder, Abbasi insists, is a film ajut trollsNmythical beings who in
folk and fairy tale traditions dwell in forests, ae afraid of lightning,
and switch human babies with theinen. Trollness is the filmOs con-
nector to primordial, elemental, pwerful, and vibrant things on the
one hand and a matrix of generagi\storying on the other

AbbasiOstls nead to be consideed as what Donna Haraway wuld
call Chthonic ones. Irstaying with the Touble Haraway seks to cut
the bonds that tie us to the Anthopocene and Capitaleene using
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conceptual tols from science and seulative feminism. Haraway
retrieves the ancient stories of monsters whosesition outside of
human time generates a time ofelginnings kainog Ofull of inheri-
tances, of ememlering, and full of comings, of nurturing what might
still beO (A):

g0?0871& 87)> =) 687> ?)=> 17 ?0) %)2 >)7>)\ ?0)F ()687d
>?47) 17( ;)= .8=6 ?0) 6!?)=1!5 6)!717/.@57)>> 8 . )= ?0
;=8&)>>)> 17( &=1?)=>Z 0)F !5>8 ()687> ?+?) I7( ;)= .8=6
&87>)<@)7&)% 0?0871& 87)>19 78 ? >1.)\ ?20) F 0!C) 78 ?=@&4
D170 1()858/@)>\ ?0§ %)587/ ?8 78 87)\ ?0)F D=1?0) !7( 5@Ed
@=1!?) 17 6!785( .8=6> !7( 6!71. 85( 7!6)> 17 !55 ?0) 11=>W
D1?)=>W 17(;5!&)>8.)!= ?20Z O)F 6!4 ) 17( @76!4 )\?0)F =)
6!()!7(@76!()Z 0) F =) D08 = )zh "Ma

AbbasiOsadils do offer an effetive stand-in for those whose physical
and saial otherness along axes of gendeeuality, dis/ability, and
race ae consistently &cluded, subjeted to pain and vulnerability
or annihilated (Lykke A%), butdtiness is always ma-than. Toll-
ness oprates as a conduit or tapot to the more-than-human verld
where other malels of kinship and epistemologieseavailable that
hold great power to grow worlds (Meyers) and veather doughts,
tapping into sensational, tentacular thinking and sharing netvks
(Cunningham-Rogers).

In OTFolling Humanism: Nev Materialist Performativity in BoderO
Retecca Pulsifer brings AbbasiOs film into dialogue with feminist
new materialism, starting fom Karen BaradOs grocation that Omat-
ter mattersO Pulsifer draws ém disability studies, affet theory, eco-
logical humanities, and feminist and gaetheory to examine what
the film teaches abut the @ntanglement of tehnoscience and na-
tureculturesO (Pulsifer ¥4). WenaterialistsO attention to matteshe
explains, @alls into question familiar divisions é&ween culture and
nature, human and nonhuman, didy and mind, and animate and
inanimate at the lgel of ontologyO divisions that werlook Ohw
matter that is considesd insensateimmobile deathly or othemwise
OwongO animates cultural life in ioptant waysOGhen A qtd. in Pul-
sifer »). Pulsifer outlines some of the gsupmsitions of One mate-
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rialist paradigmp]O: First, that Omatter is not passigsidue or back-
ground; it is the melium through which interactions ecurO Seond,

that there is a ned Ofor discourses, ethics, andlifics that attend

to more-than-human verldsO (Pulsifer »). And last, that it is ces-

saly to interrogate the humanist @suppsition that humans ag au-

tonomous agents and thefore hawe the right to dominate natue

(Pulsifer »).

Following in PulsiferOs fuisteps, bringing feminist ne& materialist
frameworks to the film, | shav how Abbasi works with compleity
models through pairs and chiasms,verlapping and inerting do-
mains, histories, fictions andealities, though a matrix of organizing
questions deried from different definitions of the vord OmatterONas
body (matrix, womb) as veod and as transformationhyle); as moth-

er (mater, mothel); and as placechorg (Malpas ¥2Y4). These questions
centre matter as a condition of @ssibility through a pocess of
worlding | would call wilding.

Worlding is a term that for Heidegger afers to the intertwinel
processes tlough which istence and the wrld mutually shag
and reveal each otherlt has keen taken up in a wide range of
disciplinary contexts, from postcolonial studies (Spivak), globaliza-
tion (Wilson), and vorld literature (Cheah), to internationalelations
(Ozkaleli), always underlining with the gerundé/the active, ongo-
ing, and often contesi@ processes of wrld-making. Worlds ae not
merely backdop settings but ag active productions, continuously
shaped and eshapd by human and non-human actors, stories, prac-
tices, and elations. For Helen Palmer and Vickie Huntdor exam-
ple, worlding Oemoves the lbundaries letween subjet and envion-
mentO and thus Oafftsrthe opprtunity for the cessation of habit-
ual temporalities and males of eingd® What | se in AbbasiOs film
that | call OwildingO carelzonceied as a transformatig process that
combines the nuances of OrdingONthe constant unfolding and
re-shaping of the wrld through interrelated narratives and prac-
ticesNwith the substance of OmatteringONtéeognition of the vital
and dynamic agency of matter in the constitution ofality and con-
struction of meanings Oamss and though human and nonhuman
bodiesO Jones AA%4). In AbbasiOs film, wilding is a radical padliativ
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that refuses the civilization-wilderness divide as &stoes the mate-
riality of bodies-in-relation. Wilding giows viable worlds by signal-
ing the fluid, ever-changing elationships and bundaries letween

entities, challenging binar and rigid structuies of thought that di-
chotomize gistence into fixal categories, thwugh the cultivation of
bewilderment, a state of opnness to not-knwing which requires

the unlearning of anthopocentric epistemologies.

The filmOs title might suggest that it is@ist boundaries, separations,
limits, and eclusions. Heovever, for Abbasi, lorders also signal conti-
guities and rosities. Abbasi depies the chiasm, a rhetorical figer
which, for Merleau-Pontydescrites a Ounique space which separates
and reunites, which sustainsvery cohesionO (Merleau-Ponty A»Ya).
The chiasm epresents the intertwining or @erlapping of the lmdy
and the world, the perceiver and the rceived, the touching and the
touched.

An understanding of the filmOs study of materiality and wilding must
start with the filmOs most commemtaipon element: TinaOody.
Tina is a figule whose interiorities and xeriorities trouble Payed

by Eva Melanderwho wore extensive prosthetics for the ole, Tina

is heawset and masculineéShe has a thick low ridge, too much hair
on her body and not enough hair on her head, and she has a mys-
terious scar on her tailbne These gterior morphological featues
have been malicalized; she ecounts hav she was told she has a gene
defect. Her interiorities ae similarly deemed pathological; Tina -
plains that she has trubles @own thereO which sem primarily to in-
volve pain upn penetrative intercourse and infertility She also suf-
fers from the eperience of keing an outsider in her soal worlds.

TinaOs m@sentation of imbricate problems of emotional numbness
and saual pain, of sterility and estasy-poblems at gery place
where bodies come into Bing and whee they intersect with oth-
ersNis piwtal for the filmOs deslopment of her characterOs wilding.
Throughout most of the film, TinaOs affeis deeply stunnel (see
fig. A). Her unsmiling faceslov movement, and delagd resmpnses
must be underst@d as a symptom of her dg dispssession and
alienation. In Maxkist terms, Tina is alienate from her lalour, from
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her body, from others, and fom the sensuous wrld. Marx says that
under alienatel labour, humans ae reduced to animals; Qgitical
economy knaws the worker only as a verking animalNas a bast
reduced to the strictest lodily needsO Bs a result) Max writes,
Oman (the wrker) only feels himself feely active in his animal func-
tionsbeating, drinking, pocreating, or at most in his dwlling and in
dressing-upetc.; and in his human functions he no longeels him-
self to ke anything but an animal. What is animaldsomes human
and what is human bcomes animaD It is meaningful, then, that her
workplace uses her as itauld a sniffer dog; herx@raordinary sense
of smell allavs her to identify hidden smuggle contraband such as
plants and alcohol. In the terminal, Tina is a gentle hetpan in-
verted double of the fighting dogs that herdyfriend keeps and who
snarl at her as she enters hemm home However, because of her
uncanny moe-than-human abilities, Tina is sendel from the ferty
terminal into a plice investigation of a dophilic kidnapping ring,
relying entirely on her heightene sense of smell.

Tina is able to smell Owhaepple feelONshe notes sharmuilt, rage
sexNbut it is important to note that her mwers extend beyond feel-
ings. She first finds ¥dence of the pdophile ring on a fash dri-
ve hidden in a cell phone casand net, on a digital camera hidden
inside a tophy. A forensic appoach to melia would underline the
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fact that these digital ecordings hawe dematerializd the violence to
bodies; what was eperienceal in the flesh is, at the moment of her
sensing it, deontextualized, stored inert in metal, plastic, and silicon.
Her sense of smell is thus capable of so much etian identify-
ing the residue of shame the storage diamOs handlers leaehind
on surfaces. She initiates a kind ofverse-enginering of what has
been encaled in the physical materiality of a ecording. TinaOs use
of the sense most émply conneted with the neurobiology of mem-
ory brings to light the histories of bdies that the cold, logical, and
immaterial materialities of digital storage de&es conceal (Kirschen-
baum). Digital ecording effaces what is essential to the thing in the
world (Malpas). Toll sensing etrieves the spcificity and thickness
of emindied experience and lied history.

The sense of smell irolves taking the outside in. While the objéive

of her supprt for the police investigation is to potect the vulnerable
from violence the way her workplace harnesses her eply emhnd-

ied attunement to the material and the rdéted is itself a violence
Of all the tasks in the film that laburing bodies must undertakehers
is the darkest, for she must not only eeand hear the ecordings of
what might be child rape or snuff that we viewers ae spaed, but
must incorporate it. Vision leaes the tdyOs erslope intact. Smell
is involuntary, fundamentally nonconsensual. Her aliendtiabour is

thus ceextensive with the saual assault of childen.

Yet, if TinaOs stunmeaffect is a matter of her alienat labour, it is
also psyhoseual. The Latinmater, Judith Butler notes, shas a pot
with matrix (womb) (Butler ¥2). Tindifiches when her lie-in part-
ner climbs on her in led, and she complains of pain. With thidifich,
Abbasi raises the histgrof debates abut womenOsdulies that cen-
tre on their insides. The ek world thought that the uterus Gk.
HystZr&lwomb; hysterikoBlof the womb) was like an animal that
could migrate though the dy, mechanically causing hasc by be-
ing where it should not. Cues for hysteria fom the ancient vorld
onward centred womenOs geand seuality, and include abstinence
but more often, orgasm and motherlod (Tasca et al; Maines)Nthe
two experiences that pecipitate and follav from TinaOs wilding in
the film.
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In the context of nineteenth- and early tventieth-centuryy debates in
the then-emerging field of psshoanalysis, TinaOsxsel resistance
and stunnel affect would be consideed as part of a comple de-
scribed as hysterical anesthesia. While this condition, whose symp-
toms include numbness, indiffence and dissoiation (Janet), was

in some conte&ts attributed to traumatic lived experience the frame-
work that came to dominate understandings consierit a Ofun-
damental condition indicating wakness, instabilitydegenerationO
(Linenthal AA).

Abbasi delilerately invokes traumatic histories of institutionaliza-
tion and forced sterilization (Thompson) when TinaOs adoptivu-
man father tells her abut the facility from which Tina was escuel.
Imagined as a coss letween a Salpetiele and a RaensbrYck, this in-
stitution systematically eradicatethe troll people in serice of some
unarticulated notion of racial/sgcies hygiene leaving TinaOs dH

NOP;>\|%1%FP<@)> ;)& 1151>))>Z;1=1:71=4JRNSRN];KKKMKLTKSO]KKKN]
CKKKLZ16;5)2>)5)&2)( _
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kin scatteed acioss a graeyard indicated only by anonymous stone
markers gee fig. A). Tolls, like so many other of civilizationOs others,
were victims of a gencide

However, and imprtantly, Abbasi ultimately wants to mee past
both Marxist and psyhoanalytic human frameorks for understand-
ing the obstinate materiality of TinaOsdy. Her stunnel affect and
retreat from human touch des not only emerge fsm the construc-
tion of the female/monstus tody as othey nor is it only the result
of lived experience of trauma. TinaOsggentation of pain and numb-
ness is epistemological, theesult of a state of not-kna@ing. Tina
is bewildered, that is, Ogrplex[ed], puzzlef], confusefl]O a term
whose etymological@ots relate the spaces outside of kwing to the
spaces of wildness and wilderness¢OdtharughlyO + ahaic wilder
Olead astrajure into the wildsO (OiitlerO)).

Confusion as a function of forgetting is a central theme of the film.
Two of the major parallel stoy lines involving memowy workNTinaOs
discovery of her own troll nature and of the gencide of her po-
pleNthreaten to ke cut short by her adoptie fatherOs dementia. She
is not assued on each visit to his home that he willememter her,

let alone her past he has hiddendim her since her childhod. Tina

is herself forgetful, as she notes, havingopnised Vore a peaceful e-
treat in her guest cottagevhen pulling up to her drivway to cage
dogsO agessie barking. Politically the stakes of Okmong but not
knowingO ae high (Fischer ¥). Not kming the traumatic histoy of
who she is wuld leawe the human race unaccountable for its geno-
cide, but also would all but guarante biological and cultural etinc-
tion.

Yet while the memoy work reconstituting both personal and colle-
tive troll history is essential to the filmOswlitics, it is not essential to
the filmOs ethics. Theojitical work of the film invites a lethinking of
how through ©apitalism, colonialism, racism, hetarormativity and
other hegemonic pwer regimes [E] [which] function in complici-
ty and compliance with interseting institutionalized norms gender
race ethnicity, class, seuality, age dis/ability, geopolitical position,
regimes of health/illness, human/earth ott@riodies such as TinaOs
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havwe always feen disciplin@ and subjeted to Ouneaseain, dis-
comfort, vulnerabilityO (Lykke Avz). Thegthuman) ethical frame-
work of the film rejects accountability frameorks that cannot undo
constructions of self and otheAs Abbasi underlines, Tina is ail.
Ancient. Chthonic. Thee is nothing the matter with her Tina is
matter, primordial. Her wildingRwhich activates states of not-kne
ingNthus needs to ke appeciated as an &tension or outgpwth of
rather than a symptom of herdwilderment.

TinaOs wilding activates a complef meanings elated to materiality
from ancient Geek and Latin. /& Jeff Malpas notes, Othesgk word,
adi qyle), which our words Omatter® and OmaterialO ecamken

to translate originally seems to hae referred to wood B that fom
which things can eadily ke mad®© (Malpas %Y4). AbbasiOs film is noth-
ing if not a love poem to wood and woods. Thioughout the first part

of the film, itis clear that Tina is most comfortable in theagds. She
stands outside ba&foot on the earth. Shegaches twards the foc that
comes to her windw. She ts an elk. She pauses on the way to and
from work in liminal zones such as parking lots. Thershe attends
not to the landscap views, which in their cultural construction of a
Oway of seing from a distanc® Andrews AA) offer the hubris of a
human/galOsyee view that renders the world an objet, but rather to
the smaller scales whercontiguities, not distangegovern relations.
She picks up a gruband maves a leetle out of the way $ee fig. A).
Close-ups and insert shots underline Wwaouch completes a cauit
that connects Oswialities and materialities crucial to living and dy-
ing with critters on the alge of disapparance so that themight go
onO (Haraway »). While smell alienates, touch cansdina to her
species-teing Gattungswesen (Marx Ya%a).

The sense of touch is the sense that Ounderpins the idea of the ma-
teriality of thingsO (Malpas %2%). For Vivian Balck, the sense of
touch provides the material foundation for ethicaldhaviour tovards

the world and others pecisely kecause it yields Oawamness of what

it is to be a material objetO (A»»):
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Tina wanders with \ore into the forest, shaving him her faworite
places, juxtapsing her childh@d construction of the weods as
spaces filld with magic and vonder to the epistemological frame-
works that the human verld has immsed upon her. Tina points \ore
to a mossy stony aa and says: Ol ubéo fantasize abut fairies
dancing heeO dre tells her: OTheprobably did. Pesumably) Hav-
ever, she dismisses hemm vision as childish: Ol don@gtly kelieve
in things like that. You want it to be true It would be great butED
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OBut?Oo¥e asks. Tina ansers: @s a child | thought | was sgcial.

I had all these ideas alut myself. But then | gew up and realized |
was just a human bing. An ugly strange human with a clemosomal
flawO The construction of herddy as monstous, Abbasi suggests,
is the result of a tradition that can only conceévof nature as Oa field
of multiple exclusion and contolO (Rimwood A¥z) rather than as the
wellspring for Ownderful, messy tales to use foetelling, or resed-
ing, possibilities for getting on nw, as vell as in dep earth histoyO
(Haraway AAC).

In Staying with the fiouble Donna Haraway insists that

g*L_? 6!2)= D0!? 617 ?)= D) @>) ?8 20174 8)= 6!? ?)=> D170\
1? 612?)= DO!? >?8=1)> [) ?)55 28 ?)558)= 28=1)> D120\ 1? 6!2d
?)= DOI? 478 2> 478 478\ DOI? 208@/0?> 20174 208@W°?>
DO!? ()>&=1; ?187> ()>&=1%) ()>&=2187W DO!? ?1)> ?1) ?Z)2
617 ?)=> DO!? >?8=1)> 6!4) D 8=5(W D0!? B=5(> 6!4 ) >?8=1)h
‘LMaz

Folktales, as Johann GottfdeHerder had aleady underling in the
eighteenth century, are like philosophy in that loth are mades of ac-
cessing knaledge through the apusal of Oastonishment, curiosity
wonderNStaunenNeugiede Vewunderun® (Wissterg AA). Part of
aradical, utopian praxis that can take binaries of self and oflpew-
erless and pwerful, nature and civilization, and then @rform inver-
sions and subersions, faiy tales make it pssible to conceiw entire
worlds of contestation (Zips, Faity Taleg and thus play a Gyent
formative saial and plitical roleO (®verson, qtd. in Bacchilega ©).
The Nodic fairy and folk tales abut nature beings, including fairies,
trolls, wild women, and changelings that Abbasi €we[s][E] into
the cellular fabric of the filmO (Mazaj) @important intertexts be-
cause thg lead directly to Owhee the wild things always vereO
(Henneghan AAA).

In this tradition, morover, monstious figures ae tangible epres-
sions of the beakdavn of traditional classifications. Je#y Cohen
writes atout monstersO @wusal to participate in the classificatpr
@rder of thingsOO:
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TinaOs epiphanic diseary halfway through the film from \ore is
that she has pain on g@netration not kecause she is deforndebut
rather because toll bodies confound interiorities and»deriorities.
Troll genitals ae not vaginal, but neitheras we learn as she anddre
hawe intercourse on a bd of moss, ae they phallic. It is tempting
to call trolls intersex (Crucchiola) or non-binay, as many eviewers
have. To do so misses the cruciabnt that Tina and \6reOs genitals
are agential, intelligent, eaching, like a snailOs tentacle or a @ab
jaw or a mushoom. When \ore is strip-seathed at the torder, the
agent notes that he has a vagina, but AbbasiOs clossepls a Ose
which is not on® (Irigaray(see fig.A).
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Savina Petkea reads TinaOs transformatiencounter with \ére as
Og]cstatic pleaste, savage fenzy and bladthirstO brdering Othe
axis whee humanity and animality metO Havever, | would counter
that the closeups of wll genitals signal an estasy moe akin to what
biologist Lynn Margulis, in her verk Symbiotic Rnet descriles
as Ointerliving which inolves Oan infiltration and assimilation far
more profound than any asgect of human s&uality [and that] pro-
ducel everything from spring-geen blooms and warm, \&t, mam-
malian kodies to the EarthOs globabasO (Margulis, gtd. in Manning
9%/,). Abbasi shes haw, to use MargulisOards, Otdies kecome in le-
lation to an eosystem of ¢ther] bodiesO (Margulis, gtd. in Manning
°¥,). If the main psition of Western epistemology upholds divisions
of centre and geriphery, human and non-human, self and monster
civilization and wilderness, civility and wildness, Abbasigsents e-
stasy as anxperience Owherhuman keing and thingh@d overlap®
where Othe us and the it slip-slide into each otherO (Bennett A).

An older conception of estasy (fom ek ©utO -histanai Oto plad®)
is thus warrantel, which considers estasy as a condition of outsides
and outsiders; in estasy one stands outside the self and outside of
the saius, in Oa gsition that is off the sgctrum of positionO (Dan-
forth). At the beginning of the film, as Even Oczelcuk notes, Tina is
coded as feminine and passéywhile Vore is Oassiated with rebel-
lion, transgeession, and violence(l features of normatie masculin-
ity)O She is Osettf@ an agent of law and der and against violenge
and her experience of non-klonging is painful to herVore, in con-
trast, embraces his outsider status and nomadism. She is nttalis
sensual, magnetic. Ek-stasy mes them leyond these assigrieposi-
tions and pedictable structues of elationality and males of embd-
iment.

Abbasi sems to ke thinking atout Jane BennettOs notion of Ovibrant
materialityO as he @elops the elational toppgraphies of this film.
Bennett calls for a@imagining of the ontological field in a way that
stresses oextension and cexistence:
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In AbbasiOs film, thek-staticvibrancy of matter &ceeds interper-
sonal @nd thus saio-political) registers. In this conte, then, the
meaningfulness of AbbasiOs insistence that the film is not an alfegor
about migrants kecomes appamt; AbbasiOs mewitally materialist
model of matter makes it pssible to visualize assemblages, agencies,
and accountabilities étween, among, and aoss animate and inani-
mate odies living and dying and thus illuminates the limitations of
models of critique that f@aus on elationalities in dyads of self and
other, feminine and masculinestatic and meing, powerful and suf-
fering.

After she eperiences her bdy in symbiotic relation to anotherOs
body that itself appears to ke co-constitutive and entangld with oth-

er bodies, she and &e run baefoot and nakel together thiough the
forest, sit on pcks, plunge into icy wateryell at the sky and laugh.
AbbasiOs haptentric filming of TinaOs wilding draws vieers in-

to the enchantd forest spaces with long dolly shots and rapid pans
through blurs of geens and bluessge fig. ¥4). AbbasiOs dynamic cam-
era, rushing, stalling, and rushing againg@ores the ssibilities of
sensing lodies in maement in multiple sensgrregisters.
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Savina Petkea descriles the affetive and sensational intensities of
AbbasiOs film that audiences and other criticséndescriled as vell,
suggesting that AbbasiOs success is in making teetafr identify
with troll experience: OThe rawness dadily sensations puncties
the spectatorOseception and lues her grception in the debris of in-
timacyO; Oit is her [the egtatorOs]wn body that crawes the purifi-
cation of mountain nds, and most of all, she éés like sceaming
out of pleasue and pairO But AbbasiOs haptic cinematipresenta-
tions of stone cold water deesp moss, and sky de-antbpocentrizes
the gaze Extreme close-ups make it hdrto orient to up or davn;
changes in faus make it had to orient to surfaces and contours. Re-
moving the spectatorOs capacity to orient and tledry name and cat-
egorize lodies, Abbasi elatrates an gperience of what it is to le
not only human, not only toll, but to be still or fast or wet or cold
or green or blue Foring the sgctatorOs gaze to shifetween fore-
ground and backgwvund, Abbasi activates practices of not-knimg
that expand sense-ability (Sahack A°A). An activity rather than a
passivity not-knowing, which encompasses sensing anelfag, re-
quires oth unlearning and forgetting.

It is necessay to return to the question of matter amater, that is,
as mothey matrix, or womh Throughout the film, vivophilia (Behay,
that is, its @onfiguration of matter as a site of generation or origi-
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nationO (Butler %), is in tension with arephilia (Behar AAYa), ener-
gized by parasitism rather than symbiosisrdll bodies in the film
can popagate though aseual reproduction, pioducing keings that
exist on the lorder between the living and the dead. These offspring,
called hiisit, look almost like normal babies, but tlyeare waxy cold,
insensateand short-livedNabject and uncanny doubles of vital and
vibrant living (human and toll) beings.

When Tina first meets \ore, she knavs he is hiding something. Ab-
basi mobilizes visual and narrativtropes flom mythology and hor-
ror genres, building narratie tension. At the fery terminal, she finds

a metal container that at first loks like a time mmb, but turns out
to be an inset incubator After Vore moves into her guest househe
finds that he has duct-tagd her refrigerator shut. Inside the fridge is
a box, and inside the bx is ahisiit, whom she later ses \bre spon-
feeding the incubate insects. \ore has leen birthing them in the
woods to sell to prnographers and abusers, or to switch with human
babies asavenge for the toll lives that humans harng through
medical experiments and abusevoreQs defense for stealing human
babies is that Ohumansegparasites that useverything on earth for
their own amusement. Een their ovn offspring® He des not ecog-
nize that the etraction of his avn painful labour in the forest pio-
ducing changelings to mvide raw materials to supprt an exploita-
tive economy that brings harm to the vulnerable further alienates
him.

However, TinaOs curiosity baks the spll of horror. When she ses
the changeling in the bx, her impulse is not to ecoil, but rather to
reach in and pke its ody. Seeking knowledge tentacularlythrough
touch, not smell, TinaOs gesturansforms the scarof abjetion into

a form of cae. According to Julia Kristea, abj&tion is causd by
Owhat disturbs identitysystem, oder. What dees not espect bor-
ders, msitions, rules. The in-btween, the ambiguous, the comg-
iteO (A). TinaOs tactile encounter witheing born at the korder of
living and dying tutors her in tioliness. She was other; entering into
a circuit, touching and bing touchel, she is bcoming mother
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It is also neessay to go back to etymologicalaots of materiality
as Owhaieer seves as nourishment for infants: nutrients that act as
extensions of the motherOsdyO (ButleBaliesy). Toll bodies with
their agentic, eaching parts, a& coterminous with the wods. It is in
this ecosystem that Tina, who hassen raisel by humans, must learn
that the Osymbiotic world individuates violently passionatelyindif-
ferently, fighting, feeding, mating, dancing, dying. Generating no
elty, symbiogenesis brings together difant life forms though mat-
ings that ae often incorprationsO (Manning °A-°A); this kmtedge
about an infinitely complex web of relations will be essential to her
survival. In the first half of the film, insets, grubs, and snails arbe-
ings Tina will protect. In the seond half, these sameeings ae food.
An early meal of spaghetti pustiearound a plateNa por substitute
for worms, it turns outNis contraste with a later meal in which Tina
and \ore slurp on snails with jg and abandongee fig.%2). Ingestion
is not a sign of dominancewer the forest, but rather a sign of inte-
gration with a foodweb that piovides, in Mar’a Puig de la BellacasaOs
words, Oglimpses of alternagiVivable elationalities, with other os-
sible worlds in the making, OaltentologiesO at the heart of dominant
configurationsO (AYA).

Itis thus no coincidence the film visually rhymesah food with troll
sexual organs; moe-than-human ledies lecome in elation to moie-
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than-human todies. If toll genitals ae non-binayNa Osewhich is
not oneONitoll maternity is not dyadic, but ratherpart of a sgcif-
ic ecology of intra- and inter-depndent materialities living and en-
during and dying. Knaving her place in this prous, vibrant contact
zone whee everything reaches for and touchesverything means
she will be able to fed her child. The OtmlwehO after all, as Mar'a
Puig de la Bellacasa writes, is Oa figiof alternative caring elations
with soil [E] [that] offers new obligations within existing ones, im-
manent obligations that could unfold unentfully, ordinarilyO (Puig
de la Bellacasa AAA). And as TinaOsetvilderment turns to wild-
ing, so ta does her knavledge turn to gowth. ORanting seedsO
for the future, writes Haraway Oequires melium, soil, mattey mut-
ter, motherO (AAA). In thinkingalht motherhad as interelational
across all these axes, Abbasi si®how inseparable these aspts of
the matter of futurity ae.

Jeff MalpasOs etymology of materiality underlines that the eisso
tions of matter with womb or matrix, wood/s, and nourishment hay
to do with becoming. Malpas writes:

gi1? 2)517(i6!?)=115] %8 20 &86) .=86 20) 1217W 612)=1IW 17(
>8 3517) 28 6!?=1E "D86%a !7( 28 6!2)="68 20)=aW !7( 20) 1()!
8. 6!? ?)= 8= 612)=115 1558 &877)&> D170 87) 8 20) &)7?45
=))4 ?)=6> . 8= ;51&)V c &0:=1Z 5!78 &I55> 201> 20))ik
&); ?1&5) "2 c OF;8(8&0+ _ 8 %)&8617/jW !> D55 !> 20)
i7@=)] 8. %)&8617/ " 51?8 LTQKW ZOT!aW !7( >86) ?=47>5!d
28> 17(&866)72178= > 2317 1? 1> iD 86%j 8= i6!?2=1F ?0) &0:=!
1> 20!? DO1&0 085(> ?017/> 17 >@&0!FD> 28 558D ?0)6 78
&86) ?81:)l=  17&)8="78)6)= /) 17?8 %)17/ak " !5;'> W g7 20)
3>)7&) h QRa

The penultimate scene of AbbasiOsdosong to the places wher
fairies danced takes Tina to the grasyard where her troll kin are
buried. Each anonymous gravs markel with a stone which she ca-
resses, bringing her face into contact with the cold surfaGésen the
significance of stone in earlier parts of the film, éad this less as an
act of mourning than as nerophiliaNa Ophilosophy that takes dead
objects as lwe objetsO (Behar AA»¥ &n act of loe for the dead, the
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gestue encompasses the transmigration of matterNcold for warm,
enduring for living, thing for thingNthat is firmly matteed and em-
placed.

AbbasiOs film thus invites consideration of the ethicseiflg human
through material adjacencies with an uncanny non-human that lit-
erally trolls human sensibilities of subgivity, troubling, lcosening,
and deentering. Judith Butler writes, Olroth the Latin and the
Greek, matter (nateriaand hylg)[E] is always in some sense tenop
ralized. This is true for Maxk as well, when OmatterO is undecgt@s

a principle of transformation, pesuming and inducing a futeO (¥4).
This is what AbbasiOs film is abt: inducing a futue. Tina, baefoot

in the snaw, with her child, the detritus of her car and her housewo
just another one of the faestOs many daying things, like all others,
whether cold or metallic or wwoden, calls to mind ButlerOsqposal:
O[t]his unsettling of Omatter® camuhderstad as initiating nev pos-
sibilities, nav ways for bodies to matterO (¥). The film ends in silence
in the post-discursie materiality of motherhad, and compls us to
think about the small shifts this lee stoly introduces in our thinking
about how materiality is integral to our eing and lecoming. Abbasi
asks, with kKaren Barad:
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Harun FaockiOs last complatein-
stallation film, Parallel 1-V, opens
with a collection of video game
landscaes gouped together by ele-
ments of earth, fie, water, and air
engaging a non-wcocentric film es-
say style to eflect upon material
transformations that acur through
digital images. Farcki develops a
unique curatorial appoach to &-
press toth the power and the limits
of digital image construction and the
creatie process, and emphasizes
sharp historical rspectives. By
challenging the dyad ofealism and
simulation and their asstated nar-
whether
through film, video games, or arte
hibits, FaockiOs brand of essay film

rative conentions,

provides critical insights into the af-
fective and saiotechnical dimen-
sions of the image world.

Le dernier film dinstallation acheZ de
Harun Fapcki, Parallel |-V, sbuvre sur
une colletion de paysages de jeux vidZ
regroupZs par des ZlZments de la terr
du feu, de Bau et de l'airengageant un
style dessai cinZmatographique norov
calacentrique wur rZfiZchir sur les trans-
formations matZrielles qui se pduisent
" travers images numZriques. Faki dZ-
veloppe une appoche curatoriale unique
pour exprimer ~ la fois la puissance et
les limites de la construction d'images nu-
mZriques et du pocessus crZatif ; et met
l'accent sur des @rspectives historiques
pointues. En dZfiant la dyade du rZalisme
et de la simulation et leurs corentions
narratives assoiZes, que ce soit par le
biais de films, de jeux vidZ ou dexposi-
tions d'art, la maque de films dssai de
Faiocki fournit des agereus critiques des
dimensions affetives et saiotechniques
du monde imagZ



WHERE DOES THIS WORLD END?

OWhes D@s This Wrld End?0 Spadéne and Image
in Harun FaockiO®arallel I-V

CO- sOarrete ce mondeEspacéemps et image dans
Parallel -V dOHarun Faaki

series that was originally intend#for a multi-sceeen view-

ing experience at the Galerie Thaddaeus Ropac in Paris,
France $ee fig. A). The installation, which runs A% minutesrfr start
to finish, is FaockiOs last completevork. The facus throughout the
work is on ©@omputer imagesO (Fmki, Parallel ). Faocki raises
questions surounding the materiality of these images, cortiang to
ongoing debates\e@r constructivism in design, the limits of inde-
cality, the reprise of cinematic gems in video games, and the narra-
tives adoptd by computer image platforms. One of the notable fea-
tures of this work is FaockiOs caful treatment of images and con-
texts that fundamentally challenge hiswm authority as a deaumen-
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tary filmmaker. Through novel storytelling techniques, including the
use of a wiceover, and through the arrangement of images and
words into dialogues with the audiengc&anckiO$arallel 1-V skill-
fully works to disassembleeceived ideas abut computer images
and to question the value ofepresentations, including theapresen-
tation of the filmmaker in the film. This article is ddicated to explor-
ing these tehniques.

Overall, the installation addesses debates that feaki participated
in from the A°%As up to his death in AAAA. The mogirtami of
these inwlves identifying the complicity of vision-basketechnolo-
gies in boader saiotechnical relations ordispositifsthat Erika Bal-
som has descritgl in terms of Oa totally administed worldO (Av29).
For Balsom, FackiOseflections on the histoy of moving images
and technologies help to addiss hav visual culture translates scial
practices and pwer relations; and inded, these themes arpresent
in many of FaockiOs mvious video installations, includingWorkers
Leaving the Factgi(A®%,) anderious GamesV-(AAAC-AAAA). A nar-
rower discussion, haever, is needed to explore the spcific quality
of data-driven narratives inParallel I-V, to investigate hav FarockiOs
approach to stoytelling and argumentation aligns with dth practi-
cal and philosophical issues saunding image poduction, dissemi-
nation, and eception.

With these aims in mind, my article builds orxisting conwersations that
refer to the Parallelseries, whether dectly or indirectly, to introduce
specific theoretical perspectives fauseal on three interlocking themes.
The first of these will ok at FaockiOs inestigation into operative im-

ages, conteualizing his appoach with reference to literatue on the
subject, and gesturing tward the lessons that FackiOs wrk can pio-

vide us in ielation to present day challenges. &md, | will situatePar-

allel within contemporary debates on the essay film, addising the en-
during legacy of the wiceover as a foundational narrate technique
and highlighting the epistemic ruptwe of passie wice effets in so-
called Onon-gcocentricO deumentaries. Finallyl will examine Faoc-

kiOs methdological contribution of Osoft monta@ein elation to com-
peting mades of ppduction, weighing the value of multi-saen exhibi-

tions over traditional theate sceenings.



WHERE DOES THIS WORLD END?

W W

n video games fom the A°»As tlough the AAAAs. Thistien

displays images that @ organizel chronologically by the
date of their eleaseas vell as thematically though representations
of the elements, including earth, fif water, and air gee fig. A). Bal-
som has suggestithat these elemental motifeveal a sense of con-
tingency that is Ohistorically [E] allid to the mimetic pwer of cine-
maO (A%°). Wever, there is another infection adjacent to this fact:
it is that FaiockiOs attempt at building a narragivaiound these his-
toric changes eveals hidden connations ketween the plicit inven-
tory on display in the vid®, and the implicit drive to achiee a rate
of image perfectibility. In other words, thioughoutParallel | Faocki
participates in cinematic motifs of dmimentay narration to identify
how the proliferation of computer images has hedg to identify the
limit point between photoealism on the one hand and construc-
tivism on the other His conclusion is thateal and simulatd worlds
possess the same ontological status.

Parallel lopens with an inventory of computer graphics as s@
I
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Faiocki raises a further set of questionggading the developmental
order that apgars to guide his ingntory of the elements. Using a
distinctive made of questioning popelled by a neutral wice Faioc-
ki begins to challenge the latent pgressivism that determines o
Othe histoy of one form of image canédusel as a mael for another
kind of imageO Parallel ). The esulting statements and obseations
evoke AndrZ BazinOs articlefm A°%2A, OThe Ontology of tHeom-
graphic Imag® in which the deelopment of photographic tehnolo-
gies is measwad by the symptomatic @isis of realismO that arises
in painting around the same timeBazin writes, Ophotography [E]
freed the plastic arts fom their obsession with likenessO (v4). Vidasr
painting in the A% and AA centuries meed on to explore abstrac-
tions, whether by way of Cubism or the other avant-ghes, photog-
raphers adopte the painterOs claim of constructingalistic epre-
sentations, ¢t through different means: by drawing suppt from a
medium that literally @mbalms tim® (Bazin »). For Faki, whose
approach builds on BazinOs, tees a sense in which computer im-
ages ae constructe far more self-consciously than themay at first
appear to video game audiences. Construdtémages, een photo-
realistic ones, prduce effets that go eyond the realism that pho-
tography was able to achie. Perhaps w should think of these im-
ages less in terms of their photealistic apgarances, then, and mer
in the terms that Bazin uses to descelihe work of surrealists, for
whom Othe logical distinctiondtween what is imaginay and what
is real tends to disapparO (AA). Quoting a netarthy passage fim
Parallel lthat aligns to the surealist ethos, OThe computer images tr
to achieve the effet of film images. Thg want to surpass them and
leave them far lehindORarallel ).

While Faiocki manages to corsy a position of neutrality throughout
the installation, he also imparts a subtle mischiisness that puts
common assumptionsegading the history and dezelopment of im-
age ecording technologies into doubt. The mblematic assumption
is that constructel images ought to b evaluated basel on their abil-
ity to emulate photoealistic images, thaby adhering to a bias of
progression or image @rfectibility . Faiocki highlights the fragility of
these claims. With an argument merakin to BazinOs, Faki main-



WHERE DOES THIS WORLD END?

tains that photographic meia signals multiple diergences fom the
representational forms that wre in existence at the time when pho-
tography apgared on the scene in the APcentury. For Faocki as for
Bazin, photographic m#ia has some dege of autonomy fom the
kind of realism that was practia by artists in the era bfore pho-
tography Correspndingly, after photography the realism practicd
by those same artists did notcoupy the same cultural and ass@-
tive meanings it once did. Faecki thus disqualifies any striving for
perfectibility or progress egading the making of photoealistic im-
ages in the computer agélis subtle art of disassembling traditional
frameworks through a narratie medium plays an imprtant role in
highlighting the broader rhetorical aims of the installation. Foxe
ample at one wint in the film the voiceover says, OThe Egyptians
could build pramids, the Middle Aes could build cathdrals. But
neither was capable ofepresentation in grspective. This is what v
learnal in schol [sic]ORarallel ) emphasis addh see fig. A-34).
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a diagnostic methd that can help to eframe FaockiOs inteo-

gations as a branch of nia achaelogy. From ElsaesserOsrp
spective, FaockiOs wrk participates in the taking apart of Ofalse tele-
ologiesO that havlong informed film studies by edirecting critical
analysis tavard filmOs Qthnical-piosthetic afterlesO (OMia Ar-
chamlogy as SymptomO).sAHenrik Gustafsson adds, Oadizear-
chaslogical principle of utilizing the tehnology [E] comments on
its own operations in oder to articulate a critical eflection from
within the maching (A°). By drawing inspiration dm the opera-
tional tools of malia machines, the filmmaker can strategicallycast
pontificating atout their broader implications. FackiO®arallel I-V
adopts this appoach by f@using on the tols themseles to build up-
on a malia-archalogical commitment to deentring the linear po-
gression of narraties that structue everyday artifactual histories. In
effect, Parallel I-V reads computer images Oagainst the grainO in the
same manner as some of the earliest writers on the higtof tech-
nology, as Jussi Parrika and Erkki Huhtamo hayointed out (AA).
This connetion brings to light FaockiOs effort tox@and the lwund-
aries of One mediaO to consider roOmdiationsO in general encom-
pass a planar field that is dominadeby archaelogical and elemental
characteristicsgee, for example Parrika, or Peters). The critical prac-
tice that is nov known as melia achaelogy aligns with FaockiOs
engagement in a methof symptomatic eading that is mindful of
the idiosyncratic poperties of material artifacts.

I n OMdia Archaslogy as Symptor) Thomas Elsaessepposes

With an eye focusal on the implications of mdia archaelogy for
film studies, Elsaesseronts to the neessity of obliterating the
Onarratie of inevitabilityO that tends to accompany denical ad-
vancements in the image arts (Odlie Archaelogy as SymptomO).
By adopting a mdia-archaelogical appoach, he argues, film schol-
ars ae better able to edirect pronouncements egading suppmsel
technical advancements, whether @fr chronophotography to cin-
ematographyfrom silent to sound, fom black and white to colourO
(Elsaesser AAA»). The digital is & kerning point in redirecting
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these founding telelogies. Meia archaelogists etend BazinOs on-
tology of the photographic image by adopting a critical stance to-
ward Othe digitalO by situating it in a larger tsiry of horizontal as-
semblages. Elsaesser argues that this apph tends to b manifest-
ed, or Oerbalisel, if at all [E][thr ough] the cut, the gapand what
becomes visible OinebweenOO (Odike Archaelogy as SymptomO).
In line with this approach, FanckiOs task isdth to caefully identify
the often-hidden contradictions that alle linear histories to ke sus-
tained and evered as foundations, and, ingrtantly, to accomplish
this forensic task though a kind of guivocal stowtelling.

Media archaelogists such as Wifgang Ernst hae an uneasy ela-
tionship with narrative media. In seeral works (i.e Digital Memo-
ry and the Achivg, and OThe Ahive as MetaphorO), Ernst builds
on Michel FoucaultOs insightsgading the achive as a site for e-
vealing the discontinuities of historical timedetailing moments of
rupture that signal changes in the epistem&hrough these efforts,
Ernst identifies the achive as an imprtant rhetorical aid in supprt-
ing the argument that linear histgr and telelogy ar chimeras that
hawve no basis in fact. & Foucault argue throughout The Achael-
ogy of Knavledge the archive is not only material but also partial,
incomplete and fragile The \ery act of building achival collections
speaks to a shift in the methds and practices of kneledge pioduc-
tion and dissemination. For Ernst, FoucaultOs concept of ttleivar
is a blueprint for determining the epistemic shifts of ubiquitous digi-
tal media. He argues that these shifts imttluce nev operational tals
with which to accommalate the pesewation of documents that ae
now distributed acioss diffeent scales, toplogies, and algorithmic
processes. Ative all, ErnstOs claim is that the so-cdltégital archive
adhees to tempral categories instead of spatial ones, as Othe dy-
namization of the achive involves time-base procedures® with in-
formation now processe through Othe time-bagdearchive as a top-
logical place of prmanent data transferO (OThelive as Metaphqd
A»-%A). Inoptantly, Ernst positions these changes as the ietps to
challenge making sting distinctions etween the achive and its as-
sociated narratives. He writes, Otheris no n&essay coheent con-
nection between archival data and douments, but rather gaps in



between: holes and silen€2 (OThe Ahive as MemayO A»). Ernst
ultimately refers to a sharp dichotomyeiween Osignal mcessing
and semiotic§) assoating the latter with human affet, imagination,
and unconscious dram content (AYz)oTely on the semiotics of the
archive is theefore to ke willfully imprisoned by Oan ahival retro
effectO (A»).

ErnstOs nia-archaelogical critique of semiotics helps him to de-
velop parallels btween the study of communications and the histor
of technology But it provides minimal supprt when it comes to
evaluating the ways that filmmakers like Facki have attemptel to
document historical ruptues acoss dierse meliascags. Do data-
driven narratives like those inParallel I-V simply provide another
instance of an Oehival retro effectO? Should FackiOs methb of
storytelling be minimized as a derivatie and OsoftO (feminine)-e
pression of Ohd® (masculine) material forms® @nsver this ques-
tion, Shannon Mattern has obseed that Omeia archaelogists often
bracket out not only the pople with which, but also the envin-
ments within which, those mdia interactO (xvii). Mattern further
points to examples in the literatue of malia achaelogy that builds
on a less confintational appoach to sense-making practices. Erkki
HuhtamdDs categgrof topoi, for examplg draws fom the achive Oto
identify discursive patterns, conceptual OmoldsO tleatir in slight-

ly different forms in diffeent contets acoss time to help us imag-
ine madia and their place in the wrldO (Mattern xix). The chal-
lenge psal by Huhtamo is to find pints of contact in which sig-
nal processes canebappeeciated for their ability to transformdiscur-
sivity. Shane Denson adds to this debate by emphasizing thel ne
to Oshift the corersation away fom the well-worn discussions of
indexicality and its suppseal demise in the digital eraO to some-
thing both more accurate and genera#v(A%z). This rd will be met
by a critical re-evaluation of the suppsel rupture between melia-
archaelogical framavorks and film studies, and, mer sgecifical-
ly, between technology-driven appoaches and aesthetic or narragiv
forms (Denson A¥z). For Denson, as for Mattern, this teghires en-
gaging in perimental appoaches to narratig analysis, and to find-
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ing new ways of working through the semiotic detritus of changes in
the technology

FaockiOs appach to d@umentay filmmaking routinely connets
the inherited meanings communicateby images together with the
tools and machines that arusel to produce them gee fig.%2). A El-
saesser gints out, many of FaockiOs late wrks concentrate on dis-
cursively framing operational images with a fous on Oscientificxe
periment and melicing, heaw industry and factoy work, sureil-
lance and militay operationsOHarun Faocki Av4). The red to @e-
tect, decument fand] reconstructO these images motivatesdear to
include shots of tehnicians doing the wrk of image fabrication in
their studios (OM#ia Archaslogy as SymptomO). Thispeatel mo-
tif highlights concerns that ae boadly Omdia-archaelogicalO in-
sofar as it addesses the ral to challenge the mythologies that ac-
company image construction, whiJgeerhaps implicitly creating an
alignment ketween technicians and filmmakers.

Faiocki repeatally disarms his audience with anxgression of crit-
ical distance fom the subjet matter and povides subtle cues in
terms of hav to evaluate his attempts at narrating changes in\Wio



images ae constructel over time. The stories that tend to accom-
pany these images ner emtellish their significance but rather let
the images take the lead. Balsom, for ormuilds on a description
of FaiockiOs ingstment in such images by comparing hisovk with
ftienne-Jules MagyOs study of cbnophotography fom the pre-
cinematic era gee fig.%). Though @th Faocki and Maey were in-
vestal in the technical poperties of images, Balsom notes that the
sit on opposite ends bth historically and idelogically. Historically,
she writes, Maey was concernd with the scientificity of translat-
ing Opictues into meastementsO (A¥4»).wwer, images construct-
ed by computers inelve reversing this oder by translating mea-
surements into pictues (Balsom A¥%»). Gespndingly, in ideologi-
cal terms, Balsom sgaks to MaeyOs élief that describing the meo-
ing image using criteria deried from aesthetics was a distraction
that ought to ke rejected. Yet asParallel Ishows, the inclusion of dig-
ital formats increasingly seves to touble the line etween OOartO and
Oscieng® making the ery notion of scientificity that was so impr-
tant to Marey far less convincing for us in the @sent. Balsom ne
ertheless maintains thatdith Faiocki and Maey were fundamental-
ly drawn to image ogrations for similar easons, and that theeach
held a sgcific mutual interest in the technical capacity to epresent
bodies in mavement, which was the subfg of FaockiOs ongoing pr
ject at the time of his death (Balsom A%A). &al¢his alignment is no
doubt significant. Hevever, my emphasis is on the impulse to nar-
rate these changes as a eodimension of understanding the rdée
umOs material qualifications. | tledore suggest that FackiOs e
plicit choice to engage inxpressie documentay practicesNin ef-
fect, to createdata-driven narrativesNis ontologically sutued with
his broader interogation of hav images ae& made in general.

tyle is usel throughout Parallel 11-V to mobilize a narower
set of questionsegading the impact of vide games on digital
storytelling. He explores hav operational images can addss issues
of control and mitigation, having leen galvanizd in specific ways to

Procki@s ontologically tanglleand self-eflexive dacumentay
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work through concepts of self and sulgjivity. By looking at the re-
mediation of genes in vide® games, whether it & through the west-
ern, horror, science fiction, or film noirFaocki identifies the arrival
of a new protagonist which inhabits a rule-baseuniverse that ap-
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pears to fundamentally challenge the ontological status of images,
including their methal of construction in traditional narratie films.
As Soraya Murray writes, OFmki presents the [E] simulatd com-
putational image in terms of the natural erld and the heo with-

in it, exploring their limits, their architectures, and their status as
fundamentally hollav objectsO (AA). This much is ividence by the
appearance of figues engaging the warld of others by horsefoot,
car, and flight, in a proliferating cast of characters who arpulled in
every direction whether by the algorithm or by the userOs whim. The
userOs choiceseaoften redirected or channeld in ways that must
be learneal through experience by traversing the lars of cales and
designs that sare to determine the course of a single action. In turn,
these actions alle the story to progress in a way that is degndent
on hitting the correct prompts in accodance with the gam®s -
grammable fencesée fig.»). Character deelopment, the cues to ac-
tion, and the unfolding of narratie worlds is rearticulated through
what Nanna \érhoeff calls Oa visuakgime of navigatior®) in which
the user participates in a cohent world that is spatializel, and effe-
tively policed by what Faocki descrites as OinvisibleobdersORaral-
lel 11). As the woiceover says, OThe hehas no paents and no teach-
ers. He Bic] has to learn by himself what rules avalidORarallel ).
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The video game user engages with a sen interface that fosters
the illusion of mastey and power over the very machines that make
video game &periences pssible In Programmable Visions: Softwar
and Memoy, Wendy Chun disgls a still-pominent notion of the in-
terface as a site of individual engverment and transpancy vis-
“-vis the machine She diagnoses the dader logic at play as é
ing a symptom of idelogical reproduction beset by tehnologies of
@irect manipulationO (%A).dking Althusserian state apparatuses,
Chun writes, Ointerfaces offer us an imagipaelationship to our
hardwareO (¥%Y2). The primaunction of the interface is to ceate
users, and to sustainqwer over them by engaging in a miaphysics
of affirmation base on promoting Ointeractie pleasueO Chun Y4Y4).
For Chun, these idalogical operations hae superficial outcomes,
such as ceating Oprsonal computersO that seerto reinforce the pri-
macy of the individualOsperience wer the realities of netvorked
processes (¥2»). Thalso hae significant outcomes, such as Wwo
these idelogical ogerations build commonsense notions of teop
rality which serve as foundations of xperience as demonstraid
by the concept of @al timed Chun %»). FackiOs appach is like
ChunOs as hio, dees not aim to @erturn the system of idelogical
reproduction, or build a ngv regime of thinking alout how the world
of images is constructe by digital machines. RathgFaiockiOs aim
is to create a sense of defamiliarization and distance for themee
engaging the ery same tmls as those at play in various idéogical
operationsKito filter the &perience with a dose of skepticism.

Exploring the id®logical dimensions of the user-as-subjérings a
new level of scrutiny to Lev ManovichOs hygthesis of a corlictual
relationship ketween databases and narraés. For Manwich, users
in a video game envionment must engage with @seleted narrative
paths to achige desied outcomes. This action validates MariohOs
argument that Oa database can sopmarrative, but there is nothing
in the logic of the melium itself that would foster its generationO
(AAA). Narrates ae developed by subj&ts who eercise various
facets of agency to organize data as it comes availablanovich
goes on to argue that narraties must le assessk through their
own rigorous criteria, which historically gounds them in practices
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whereby Othe database is the unmaikiermO (AAA). Wiees the
tools of stowtelling were once implicit, the onset of digital ntBa
makes the database structurboth elevated and visible to all,
whether to makers or to their audiences. Subsently, the algorith-
mic handling of these basic elements in a stdorm the basis of an
active consumption, as user-sulgjes aim to kecome fully knavledge-
able atlout a given narrative, establishing a prsonal elationship to
the stoly as we might through acts of navigation and aésion-mak-
ing in a video game format.

On the surface of this account, MamichOs founding dichotomy is
generative for thinking through some of the questions Faki has
raised in Parallel 11-V, including for working through FaockiOswn
narrative style of deumentay filmmaking. On the other hand, as
Alexander Gallevay writes in The Interface Eft¢ there are limita-
tions her in the sense that ManachOs argument is @misal on a
formalism: @t one layer is cinema, at another arbits and bytes, at
a third algorithmO (»). Galleay departs fom this position to argue
that the computerOs capacity for simulation signals a rugtfrom
the historical path that visual cultue had keen taking up to that mo-
ment.

gl17)6!>8 &!:  ?@§E?0) ? D)7?1)?0d&)7?@=16!/1712187 20!? 1?
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GallowayOs erspective is useful for situating FaickiOs narration of
historical rifts in the construction of images. One of the maioipts
that Parallel llunderlines is the dege to which video games e-
linquish the authority invested in the camera, and sgifically how
the movement of the camera itself isendeed subaltern to an en-
tirely different set of navigational tols. Vide game interfaces ap-
pear to elipse traditional cinematic pyduction techniques, such as
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editing, sound poduction, and mise-en-scenavhich are nov engi-
neered in a softwae-enablé production cycle. Gustafsson writes,
Owheeas classical continuity diting sutured together the illusion
of a coheent diegetic space ém disparate shots, the computer im-
merses the gamer into an udéed spacewhich unfolds in fuid trav-
eling shots fom a first-person wint of viewO (AA). Perhaps not sur-
prisingly, film technologies lecame a subjet of fierce debate in cri-
tiques of idelogy from the A°%As. In Jean-Louis Bauidls apparatus
theory, the reproduction of saial life occurs on two registers in film,
that of inscription and pojection. Inscription elates to the function
of the camera as anx¢éension of the subjetOs e, which ideologi-
cally reproduces conditions for a subj to emerge but also to hide
its status by pesenting as an optical tdhnology that enables scien-
tific truths beyond reproach. Pojection works the other end of the
spectrum, occurring Oin a closkspace [in which] those whoamain
there, whether they know it or not, find themsehes chaind, cap-
tured, captivatelO (BaugrAA).

For Fapcki, the apparatus is not a t of subjection, as it is for
Baudry, but rather a tl of simulation. In other vords, the computer
image is not @r a worldQ it is @n a worldO Gallovay AA). The
@hainadO anddapturedO subjet in BaudiyOs account is hety all-
ished pure and simpleAs Fapcki once said in an interiew with El-
saesserthe computer conceals Oaopess of human self-atitionO
(A»¥4). Theew activities inwlved in using images and stories to
make sense of the worldNto link database and narratly as it
wereNhawe been disqualifie. While it is true that images as thyeap-
pear on a sceen speak less and less to ingdieal reality, the moe
significant concern, esgeially as expresse throughoutParallel Il, 111
and |V, is that computer images tend to incite a crisis of integba-
tion for the user

Bazin held that the era of photography and cineneflected the Oin-
strumentality of a nonliving agen® in which the authority of the
subject was narowed to a single deisive moment when the agrture
widens to ceate the imagesuch that Oall the arts atase on the
presence of mandut] only photography deries an advantage ém
his [sic] absenc® (»). Facki maintains that with computer images,
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not even the hand is neessay to produce them, as Onothing has
done moe to marginalize the image than computingO @& quot-
ed in Covan, ¥%A). FackiOs ertrait of technicians at vork in their
studios theefore deesnOt simply aim toebself-eflexive in the man-
ner of Bazin and others; it also comys existential danger In oth-
er words, keyond the eplicit effort to link technicians and filmmak-
ers, FaockiOs wrk struggles to visualize a counteailing effort to
de-link filmmakers and images. By identifying epations that work
under the radar to achiee autonomy for the imageFaocki must
address not only the poductNthe image itselfNbut also the systems
that generate it. In this sens¢he Parallelseries can prhaps le gen-
erative for contemprary discussions of Al image generation.

ics and tehnics mirors a fundamental tensiondiween im-
ges and vision, in which the latteefers to a cache of th-
nologically enhance operations thatproduceimages (OEssayingO AA).
This tension is pickd up by Jussi Parrika and Agbardo Gil-Fournier
in a documentay video installation titled Sed, ImageGround which
was accompanié that year by an article on Ofakegegraphies, and
subsguently a lok-length contribution by Parrika (AAAA) apér-

R;ck Warner has suggestkthat the disparity letween aesthet-
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ational imagesGsée fig.©). The video work illustrates hav envi-
ronments, including landscags, ae instrumentalizel and shapd by
technologies. The narratie opens by making a comparisongween
the production of images in cinema, including the fabricating of
wind, and the boader histoy of the aerial viev, which is giound-
ed in military operations and the logistics ofgrception. By further
extending the latter to agricultural practices of sd bombing, envi-
ronmental monitoring, andemote sensing, Parrika and Gil-Fournier
wish to demonstrate a link btween Othe ajithe gound, the seds,
the image® A the wiceover (Parrika) says, the apational trajec-
tory follows Othe air fsm the giound; the gound from the air; the
plant as images; and images as ytdefine the gound. A circulation
of how we know, and hav we picture; hav images gow, and hav
growth is imaged O In effet, the video develops an elliptical viev on
the relationship ketween images and the terraforming of the Earth
surface figuring the seed both as a kind of imaging tehnology and
as a site of transformation nutated by Omotorize descen® Parrika
and Gil-Fournier further connet this process to moe recent, pof-
it-driven digital operations thiough an emerging Oplatform ruralismO
(Sed, ImageGiound.

The video offers a stunning amount of detail to highlight the stakes
involved in putting forward a thorugh examination of vision teh-
nologies and their wide implications. Making the nessay steps
to prove the argument, havever, would take another kind of effort,
such as a frame-by-frame analysis of the vidis images, which high-
light the different vantage pints of monitoring cameras and ho
terraforming processes é&come distributel acioss multiple scales.
Both the form and content of this wrk bear obvious links to the pe-
occupations that motivatd Faocki throughout his caeer. This in-
fluence can b identified in the overall visual strategyas Parrika and
Gil-Fournier adopt the use of the dual s&m, the cinematograph-
ic emphasis on cataloging and comparaianalysis, and the use of
a wiceover. However, despite the clear alignmentdiween the two,
there ar also significant diffeences. Abve all, Sed, Image Ground
is written in an expository format, revealing a sense of déctedness
aimead at convincing audiences with a pestablishd narrative that



is uneguivocal (Nichols AAA). In otheronds, the aim is to convince
with the support of irrefutable claims and mpositional statements.
FaockiOs appach is descriptie in that he epeatally defers to the
image and allas the narrative to emerge on the basis of its unfold-
ing. FaockiOs analysis is thefiore not expository so much as it is So-
cratic, deluctive, and revelatory. This apppach is grhaps moe akin
to collecting words and images in the same mould asaliér Ben-
jamin, resolving in what Catherine Russeléfers to as Oaliveolo-
gyO Inded, the achival impulse inParallel I-V pairs well with EI-
saesserOs claim that 6ekiOs general mettaovers a wide beadth
of Oathival reseach, achaelogical reconstruction, and allegorical
readingOHarun Faocki AYz). Baden these obsenations, | argue that
by narratively reconstructing a database of ended images, Faic-
kiOs curatorial appach allavs him (the filmmake) to achieve out-
comes that Vérner descriles as €éntrapuntal) which ag different
from those that tend to esult from a moe expository format as de-
scribed alove (OThe Cinematic EssayO A).

Essay film criticism povides another set of criteria that can not only
help to contextualize FaockiOs idiosyncratic appaches, but also to
bring his work into a productive dialogue with the likes of Jean-Luc
Godard (a key influence of his), Algander Kluge Chris Marker and
Agnes Varda. Mo specifically, | argue that theParallelseries brings
together a succession of epative images that ruptue long-held as-
sumptions concerning thenedium of film, and a structue of nar-
rating or sense-making that drawsdm a contestd gene otherwise
known as @ssay filmD

As inspired by Michel de Montaigne fsm the early maern period,
the essay format des not efer to a colletion of works or even to
a style of writing, but rather to an action or a way of doing things
with words. That is, the essay format is structgr through an act of
writing that is conceiwed in the manner of a trial, tangent,»ercise
meditation, or inquiry. Then, in A°AA, Hans Richter ote OThe Film
Essay: A Ne Type of Dacumentay FilmO which offeed a very dif-
ferent concept for the essay as a cinematic aeothat disrupts the
boundaries letween narratiwe fiction, decumentay, and the avant-
garde For Nora M. Alterthe interstitial status of essay films hagén
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magnified over the years. The term may ne be appliel to any num-
ber of binaty opposites, whether it e @ocumentay versus featueO
Onarratie fiction versus historical ecord® Otruthersus fantasg or
Osoio-historical account ersus rsonal testimonyO (AAY:priér,

on the other hand, takes a diffent appioach in that he situates the
essay film in elation to three basic mdes of engagement: Othe ca-
pacity for self-portrayal, a critical petics of citation, and an inclina-
tion towards dialogu® (OThe Cinematic EssayO A) eTarerclearly
several different options to ch@se flom when it comes to ealuating
this hybrid gene.

One of the moe contioversial subjets in essay film criticism is the
status of wiceover. In The Personal Camera: Sahbje Cinema and
the Essay Film,aura Rascali argues that the pesence of a @ice
should not ke assciated with essay films at all. Others, like David
Oscar Havey (AAAA), delop a sgctrum of possibilities that aim to
put conwventional OecocentricO doumentay films into greater con-
text with Onon-wcocentricO ones. Whiledth documentay types in-
clude the use of @iceover, a wococentric film is unique in that it
adhees to an &pository narrative style whereas a non-acocentric
film tends to ke exploratory. In particular, the latterOs narrativstyle
is guided by what Naz ...nenefers to as Othe spatial arrangement of
imagesO (AAA). In otheards, by fausing on spatial concerns as op-
posel to exclusively temporal ones, the maker of a nonecocentric
film can communicate a message with the help of a largerdsiy
of narrative strategies that play on the distinctionsebveen seing,
hearing, and prceiving. Havey extrapolates fom ...nenOs definition
to argue that non-wcocentric essay films counter theverplayed in-
fluence of the literay tradition of film in general, whee wice acu-
pies a sgcific (expository) role. Others, such as WAfner, argue that
such films pomote geater mtential for a closswer with popular fic-
tion narratives (OThe Cinematic Essay AAO).

The categoy of non-vococentric essay film can & useful in eal-
uating FaockiOs wrk because it diectly emphasizes sgific vocal
qualities as oppsél to voice itself, and add¥rsses ha narrative ver-
balization can go byond the Owice of gaO typical of epository
films to achieve a pesence that fazes us to ethink notions of da-
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umentary objectivity altogether In FaockiOsParalle) for instance
the emphasis apgars to @ on making it pssible to achiee colle-
tive sense-making étween filmmaker and audience to establish an
equality of perspectives. For Tim Corrigan, the use of a dialogical
voice in essay filmsdisawow[s] epistemological mastg® (A%°) on
the part of a spaking subjet, and theeby challenges the subjds
assume powers of interpetation. Inded, non-vococentric ap-
proaches useaice strategically to build upn absencglack, and the
space in-etween, and thg also help to ceate a dialogue with the
audience as oppsal to a one-dimensional solilguy that apgears in
more conentional dawumentay films. Notably the wice in Faoc-
kiOs installations is ¢eby the distribution of the images, not the
other way aound. For instanceas the wiceover says in a character-
istically descriptive moment concerning the ontological status of a
riverbed (see fig. AA), Othe surface of the water is nothing but surface
There is no water lelow it. It floats in emptiness. This wrld floats
like an island in the primeal cceanORarallel I).
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eral commentators hav compaed FaockiOs inestment in
S;rratively engaging questions of absenckck, and space

ith Dziga \VertovOs cinagetics. InVertos, Snav, Faocki: Ma-
chine Vision and the Posthumdavid Tomas identifies Faicki and
VertovOs mutual intest in exploiting the relationship etween oper-
ative images and tehnologies of vision. He argues thabth makers
appear to press a similar integst in the technical asgcts of hov
individual shots ae arrange in the alitorOs suite to achie a level
of perceptual manipulation among their audiences. Others, notably
Warner and Elsaessegpush back on these assations. Thg argue
that unlike the revolutionary spirit of the A°AAs, our conteropary
sccieties ae now control sccieties in that image-baskworlds must
now interact with a logistics of contol in a way that diminishes their
powers of construction. If Faicki were to be said to engage in mon-
tage it would be, as Warner writes, to Ogenerate weassa@iations)
and to engage in a ucess of making strange tbugh the defamiliar-
ization of fragments (OThe Cinematic EssayO A). For others, the his-
torical references anchoring FackiOs wrk point elsavhere, as \OIk-
er Patenburg demonstrates by making a cootien to Andy
WarholOs practice of juxtaping and epeating the narratie motifs
of operational images.

In all these cases the faatmains that @mputer imagesO imduce oth
opportunities and challenges for the filmmakdror GustafssorRarallel
I-IV emphasizes the challenges wived in grappling with images Othat
no human ges will witnes<) in other wrds, images that&ar davn on
the world as conditioning agents to g@rn as oppsed to display (A»).
For Faocki, Othe visual knes no reverse shot gontechamg, it lacks
nothing, it is complete within itself, a closkcircuitO Corrigan ¥%A). If av
can sgak of Omontagein the Faickian sensegit is therefore primari-
ly in the guise of a theretical practice by which to critique this mcess
of closue, a task that equires the fimmaker Otoxé&act images fom
processes that @ no longer desting to be watchalO (Patersivg, ¥4%4).
The monument gnetrating scene ifParallel llland its shifting pint-of-
view revelations is a testament to this critical practices fig. AA-AYz).
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| argue that FaockiOs appach to montage displaces the traditional
modes adoptd in film history with references to the likes of &ftov,
and seks to ceate a viever experience that is mdiated by the si-
multaneity of different images a@ss multiple sceensNa OsoftO mon-
tage David Montep Sanchez identifies this appach in FaockiOs
A%y, deumentay, Workers Leaving the Facyomwhich Oppmotes an
interpretive schema that stimulates essayem more, and statement
even lessO (A°Y,). By letting images and theici§ip arrangements
lead the words, thee is less pessue heke to create fields of ef-
erence and geater freedom to ceate dialogues that ar maliated
through a collage of images.s&aocki wrote with Kaja Siherman in
Seaking Alut Galard, soft montage eveals Oan interplayetween
multiple screens [that] involves oth serial and concuent lineages
that execute a variety of doublings,afrains, eeanactments, side-by-
side weighings and elays of motifsOg(ioted in OEssayingO A%s A
Gustaffson confirms, the practice of a soft montage dtwes Ojuxta-
positions without explicating clear connetions [E] images [that k-
main] undecided and ogen-endel rather than aiming for a synthe-
sis, fan interval that is identified in the] gap ketween sceensBD an
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engagement that calls for Oneotrial and less assertionO (As@ (
fig. Avs).

Exhibiting the work satisfies the practitionerOs etkfor a methal
that adhees to these sgeifications. Toward the end of his cager,
Faiocki increasingly turne@l to constructing multi-sceen envion-
ments in a galley setting, not unlike many other artists wrking
in the early-to-mid-AAAAs, such amelBartana and her trilogy of
videos,And Euppe Will Be Stunrand Richad Moss©3 he Enclag
(see Synenko). The amal of multi-sceen envionments is that thg
create a deenteed experience in which on®swn embodiment and
position in the galley becomes significant for interpeting the piece
overall. Elsaessereferred to an experience of opting-in or Orandom
accessO that epks to this deentring and disorienting pocess that is
no less dialogical. Abve all, Faocki invites his audience to detotalize
the consuming of images that apr on multiple sceens. As Faoc-
ki obsewved in a panel discussion at lap AAAA, his early adoption of
multi-screen exhibitions resulted from successful attempts at facili-



tating a shift away fom experimental film collectives in the A%%As
and A°vzAsNaligdewith the anachism and student ptests of that
eraNtovard producing work intended for radio and teleision audi-
ences, follved by video work exhibited in art galleries (AAAA do
Panels). Alter adds that FeckiOs multi-seen installation films vere
born from his eperience with boadcast mdia, sgcifically televi-
sion, and then continué through the end of his caer. A broader
discussion is neded as to FanckiOs participation in debatesea the
status of curatorial practices under the banner oé§rach-creationQ
including the contribution such werks make to the nebulous pduc-
tion of Oknwledged gee Vilan.

To concludethe Parallelseries fauses on sgcific relations ketween

video installation and the cinema,xloiting the formerOsqiential

to critique the metanarraties that ae commonly asstated with the

history of film. As Elsaesser writes, Othe installation itseddmes
a [E] metaphor machine which may hae to ke constraind, syn-

chronised by woice [by] sound and a ne kind of syntax [E] to pro-

duce contiguous metonymicetations [E] and a sense of pgres-

sionQ(Harun Faocki A). Many of the writers and critics | havquot-

ed in this article wish to identify FaockiOs vide installations as an
evolution of the cinema, and toglore artistic video productions
through a melia-archaelogical lens. By adopting this appach but
also going further| argue that FaockiOs strategic use of multi-sen

video productions deelops an appoach todata-driven narratives.

Ultimately, this task inwlves representing vision-base technolo-

gies th in their operative mades and effets, critically identifying

their autonomy and giving space for the maes themseles to sgak

through the tagstry of images so constructe This is whatParallel
does.

OAAAA LOOP Panels | Harurodkarin conwersation with Mark Nasi®)
YouTube, AAAA.
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In the late A" and early AR cen-
turies, reading as a cultural practice
was deply woven into daily life and
informed critical asgcts of seiety.
However, scholars often lament the
lack of evidence available toacon-
struct historical audiences ofgpular
culture, and thus to understand ho
these tats shad readers, and ulti-
mately, the bioader id®logies of the
time. Reader \Mtldsis a reseach-cre-
ation project which examines hav
locative media can fill this gap Con-
verging the emlodied storytelling ca-
pacities of lzative mealia and the
evocative letters publishd in the
reader departments of the pulest-
ern Stoy Magazineduring the A°AAs,
this paper and its corespnding vir-
tual tour explore hav immersive
technologies offer lagred meaning to
the narratiwes of historical eaders.

E lafin du XIXe et au dZbut du XXsiscle, la
lecture, en tant que rite cultuelle, Ztait for-
tement tissg " la vie quotidienne eclai-
rait les aspcts essentiels de la sZtZ Ce-
pendant, les Zrudits dZplent souent le
mangue de peuwes dispnibles pur recons-
truire les spctateurs historiques de la
culture populaire, et de compendre com-
ment ces tates ont formZ les leteurs et, par
suite, les plus grandes idifogies de I'Zpque
Reader \ttlds est un pojet de echerche-
crZation qui @amine comment les nifas
locatifs peuvent combler cette lacuneEn
conwergeant les capacitZs de la narration in-
carnzs des mdias Iaatifs et les lettes Xo-
catrices publigs dans les dZpartements des
lecteurs de la evue populaire Western Stgr
Magazineau cours des anred AAA, cet ar-
ticle et la visite virtuelle corespndante &-
plorent comment les tehnologies immer-
sives offient plusieurs couches de significa-
tions aux r&its des leteurs historiques.



READER WORLDS

Ol wish that E @ could take some magic erand ride
around and sehundeds of Gangstegs.

N Stella Burton, OThe HulldreeO Wstern StorMag-
azine Januay +0, g0+0

working class, pulp fiction has onlyecently come to the

fore as a valuable cache for litenastudies scholars. &\New
Historical literary theory was developing in the A°»As, and scholars
sought to understand ho texts shaped readers and soety at large
an unearthing of historical ppular fiction began gohanningsmeier
¥°A). Pulps &re part of a vast bdy of late-A® and early-Ai\century
periodicals that had ken wildly popular in their time and et ig-
nored by the academyHowever, in the past fev decades, eadership
studies scholars havnoteal the enormous impact of American pulp
fiction magazines on Aicentury popular culture (Eerett AAA). Hun-
dreds of pulp titles with wide distribution acoss North America hag
influencel a range of literay voices, fom Tennesse Williams to
H.P. Lovecraft to Isaac Aimov (AAA). Mersignificantly as one of the
products of the mass cult@r explosion keginning at the turn of the
century, pulps were integral to the ceation of malern American ide-
ologies, and to cultuz as a whole Johanningsmeier %:°A). At this time
in history, reading as a cultural practice was ejgly woven into daily
life, and its ubiquity meant that it informd things like woting behav-
iour, purchases, ooking, and agricultural methds, while also infu-
encing the wider racial, capitalist, and gender a@egies of the time
(Kaestle and Radway AV4A-AY.A; Johanningsmeier %°A). But despite this
late-centu recognition of readingOsgvasiveness and its formatis
power, there is little detailed information albut who these eaders
were and hav these fictions affeted them. Inded, an enduring
lament of historians and scholars obpular fiction is the @earth of
evidence® available to @Construct past audiences ofopular cul-
tureO (Kunzel AAA).

D ismissel for decades as M-brow or OtrashGeading for the
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Such polific and influential material desares further and moe lay-
ered investigations of its effet on audiences, but @ can schol-
ars exhume historical audiences? Existing thiges alout reading and
readers, such as Wlfgang IserOs Oimplieeade® can & useful. So
too can close tetual readings of adertisements. Hwever, these
models do not hae the ability to help envision eal audiences and
their experience of the t&t. Moreover, in the case of pulps, most
magazine publishers of this time had ugliable demographic un-
derstandings of their eadership (Lamont AAA). What yhdid hawe,
however, was etraordinarily active reader departments, wheread-
ers wiote in, interact& with one anotherand shaed their thoughts,
dreams, and often their addsses. These sions offer a tove of
clues to eader gperience and thiough the use of loative media
tools, enable a spatial and teromal recreation of reader cicum-
stances. In the pursuit of aditer understanding of@ader &perience
and to eplore locative mediaOs capacities for informingadership
studies, | ceatad [Reader \Wrlds] an interactive tour project which
focuses sgcifically on the readers of the ppular pulp Western Stgr
Magazine

Mapping these eadersOdations in Gogle EarthOs eative tour tool
(formerly known as Tour Builder) Reader Wrldsimmerses users in
the spaces and images of pastaders, offering sketches of the his-
torical reading conte&t that scholars sek. The pojectOs shifting tem-
porality provides a range of vantagegmnts from which to consider
the readersO letters, andrmits a moe compehensie view of read-
ership Developed as a eseach-creation pioject, the tour ceation
component was crucial to the discussions in this papTo build and
then to experience the tour was toeframe these artefacts otad-
ership a practice that granté insights which would not hawe mate-
rialized with reseach alone More, the insights that other users of
Readers Wfldswill inevitably have while they explore the tour sup-
ports the pojectOs emphasis organding the males of interpeta-
tion employed in readership studies, andamining haw visual tech-
nologies might enrich tgt-basel reseach. A meliating tool of this
nature could supplementxsting scholarly methds by constructing


https://earth.google.com/web/@26.27969423,-87.66003892,-4918.66571742a,10153634.65801477d,35y,0h,0t,0r/data=MikKJwolCiExcWFtdzFldnVTU3V0ZHMzSHRlQ2RsbEgtd251M2lUaU4gAToDCgEw

the site-sgecific contexts of users, stories, ni#a, and historical ead-
ers.

\Y,

ocation-basd examinations of eadership Exploring the ple

f travel and transience in theaader &perience he eplains
that Othe conte in which popular fiction is read is crucial to our un-
derstanding of itO (¥%4). Often sold at train stations and cornarsne
stands, pulps, writes Justin Exett, should Odb understod as @cu-
pying transient spacesNthose placesgple pass by or thwugh
rather than acupy [E] this background provides a basis for under-
standing the place that pulpsazupiel in everyday livesO (AAA). Pulps
were also accesskn libraries and ead at home in rural and subur-
ban settings. @ consider these conxts is to appoach eading as
Kaestle and Radway ddDas aaial practice that takes place in
situNat a particular place or sitein a given contet, and at a gien
historical momentO (A%A). These situational details/aere reader
reseach is deficient. James Machor writes that what is elusig Oa
clear sense of what the actuaéading &periences vere for the nu-
merous ninetenth-century readers whose encounters with literateir
took place not in public forums, but alone in the dirooms of mid-
dle-class homes in suburban Boston, or in barn lofts in rural Virginia,
or between stolen moments of leiser at factoy workbenches in
Pittsburgh and Chicagd (xi). Though fausal on A®%-century read-
ers, MachorOs brief butazative descriptions of pssible eader &-
periences kickstart imaginings of early tntieth centuy reading
habits, and ha popular fiction might hawe offered other worlds to
its readers at a time without teldsion, and when radio was only
emerging. It is in this interaction btween reader text, and contet
that beliefs, id®logies, and the self arformed.

Sott McCrackenOs Ok, ReaderTextO offers a foundation for

If we are to discwer and learn fom the elusie experiences of these
readers, seeral scholars encourage using n@innovative methals.

Barbara Ryan and Amy Thomas call fazadership studies to empfo
cross-disciplinay and experimental OsttchesO (x)v Charles Johan-
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ningsmeier argues that scholars eto add to their twlbox, and ty

to reconstruct and then apply the historicizkfilter through which a
reader would hawe read a tet. Scholars, he writes, Oshould then em-
ploy thesefilters, rather than the critical thery filters with which
they have heen trainad to interpret literary texts, to formulate hy-
potheses of historical gadersCespnsesO (¥4°%%). Considering pulps
as transient eading material, and regling these calls for intetis-
ciplinary, innovative appoaches, a neel way to appoach and un-
derstand pulps and the coespndences in eader departments is to
create Icative malia artifacts. Western Stgr Magazine a popular
long-running weekly pulp with broad urban, suburban, and rural
audiences, implies aemdership with these shifting conkés. Spead
across the continent in vaying environments and cicumstances,
Western StyOs audiences for the magafisetales of edoys and
adwenture would hawe experiencel the magazine in vastly diffemt
ways. The ptential of locative media stoiytelling to situate the user
spatially; historically, and contemprarily lends itself to a contetu-

al analysis ofWestern StyOseadersO letters. The inclusion efd-
ersO complete adhises alongside their letters in the magazine means
that these spcific locations can k pinned onto Gagle EarthOs er
ative tour application, evealing the homes, neigldurhoods, or the
crossoads of these g@aders, while conngting them with archival
photos and other elevant materials which identify whee readers
had keen while they read, and sometimes, whethey wished they
could ke. With pins spead acoss the Unite States, Eastern and
Western Canada, Panama, the Uidit€gingdom, Australia, and South
Africa, Reader \Wrldsis a small but telling sampling of the arlds of
readers though seen years of this AAgar-old magazine

The tour explores hav the visualization and emadiment capacities
of locative madia tools might enhance understandings afadership
through their capacity to econstruct and eframe eader letter con-
tent. Lending an immdiacy to what ae often periencel as disem-
bodied voices fom long ago Reader Wrldsaims to add dimension
to the understanding of@adership by situating users historically and
spatially The tour also gplores hav novel, sceen-based representa-



tions of text can influence its meaning and offer memodes of his-
torical reading.

\Y,

reseachers and ducators. Its ease of access to satellite images
revolutionized studies in a range of disciplines, gfominant-
ly archeology, genlogy, geography and achitectural studies (Liang
et al.). Gogle addd to Gogle EarthOs utility when it launcdeTour
Builder in AAAA, a user-friendlcltive media stolytelling tool orig-
inally developed so that \eterans could map their militar tours and
shae their stories. Since then,decators, organizations, individual
users, and Gagle itself hae deseloped thousands of tours, dwu-
menting the work of anti-poverty organizations, conse&ationists,
and moe recently, endangesd Indigenous languages.

I aunchel in AAA%,, Ggle Earth has een a pwerful asset for

Intuitive and fiee of charge Gaogle Earth is a highly accessibledh
but the remarkable immersie visuals that psition users within con-
temporary street and landsca@s may e its most pwerful quality.
In Readers Wflds GoogleDs Stet View feature places users squely
amongst the spaces of these formeaders, bringing their narraties
into physical spaces and efféng a certain tangibility that is not ps-
sible in printed form. As locative meadia scholar Jason Farmarx-e
plains, Omobile stgiprojects orient our todies in spaceThey engage
us in a sensoy experience of leing situatel among the stories of a
spaceamong the communities that tell those storiesO (OStoriesO AAA).
Reader \afldsutilizes this element of immersion by laying reader
letters amongst the former homes, séts, or landscaps of their au-
thors so that past lies collide with contemprary realities, a moe
visceral understanding of the letters is enatlleand their meaning is
magnified.

As a pulp fiction sample foReader \&rlds Western StgrMagazinds
rich source material. Launchaiin A°A° just as AmericaOs/iaffair
with westerns was emerging, the magazine was an indiate hit.
It made a name for itself by consistently dedixing the wholesome
adventure content pomisel by its original tagline OBig Clean Sto-
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ries of Outdmr LifeO (¥ncey). Indeed, as urban cengs gew, the
@leanlinessO and OpurityO of thenfier became the stuff of fan-
tasy, an idealizé dream that deeloped after the frontier was de-
clared @losalO in the late-A°Pcentury, and the conception of a dis-
appearing West materialize. American identity had ben foundel

on the vision of a vast wilderness awaiting conquest, and stimulat-
ed by the notion of a Osafety vavof O&eO landO (Lamont %4). With
these ideas in eril, a sudden integst in stories and art adut the
West apse giving way to the rise of the wstern gene (34). These
stories were largely characteriza by a white male hew, a scenario
of capture and pursuit, confontations with various villainsNmany
of whom were racializelNand the concluding victoy of white civ-
ilization (Bold AA»). Aéterns vere purveyors of a pwerful Ameri-
can mythology which shagd national identity, and as Christine Bold
writes, Owielde long-term influence esgecially in suturing nation-
hood to white, male individualism andeinforcing hierarchies of race
and genderO (A). This identity was also seduto land. In a @ri-

od of growing industrialization, when AmericaOsonking class face
rapid urbanization and city ppulations had gertaken rural ones in

a matter of a fev years Western Stgrthrived (Bloom Ya»-¥4). By A°AA,
the magazin®s caulation had eachel almost A million eaders, and
its weekly instalments eportedly earned the publishers SAAA AZ%A p
issue (dnce/). The magazine ran for thirty gars, but by the start
of the A°AAs, the Degssion, and comgdition from other western
pulps, meant a significant ddine in circulation (Yancey). But with
Western StgtOsxdraordinary success into the late A°’AAs and the con-
text of an America in transition, issues @&m this time period rep-
resent a eadership at its largest and mostylal. With this in mind,
the Reader \&fldstour was constructd from letters printel in issues
published between A°AA and A°A».

While Western StgOs large folleing can ke attributed to multiple
factors, the vorld created in the magazing and the way eaders
placed themseles in it, likely played an integral ole in that success.
Cultivating a stong sense of community primarily tlough OThe
Hollow TreeO eader department/Vestern Stordeveloped a club-like
quality, with a shaed vernacular values, and integsts. A Snyer



and Soensen &plain, these comspndents in eader departments
built relationships and €@-produce(l) an emerging colletive iden-
tityO (AA»). Stories whethe skills, courageand toughness of the
hero triumph in an unforgiving wilderness aligne with the univer-
sal apmal of westerns, which Betty Roserbg explains was poted
in Oa deam of freedom in a world of unspiled nature, a world inde-
pendent of the trammels ofestraining saietyO (Herald A%)s &Ahe
says, Othe herdominates the wstern: comptent, self-eliant, and
self-sufficientO (Herald Av4). Forarking class eadership fencgin
by factory or office walls, at a time when industrializklabour had
deskilled work and ceatal a hierachal sugrvisory system, pulps
celebraté independent, plain-spaking, manly men, untethed to
bosses orautines (Smith ¥a»-%4°).

The stories inWestern Stgr Magazine while mainly set rurally at
ranches or pospecting sites, often eflected the tension letween the
urban and the rural. Storiesegularly depictel the triumphs of char-
acters fom a mix of classes, Vels of elucation, and urban and rur-
al origins, or as in Raymond \&rd HoffiOs OThe Element of Chadce
published in the November A¥s, A°AA issdéspute class-basesteleo-
types and topes of the sharp urbaniteersus the dim-wittel yokel.
Narratives like these wuld haw satisfiel fantasies of a ma em-
powered working class (McCracken A), and a life awagrir the city.
But while fantasy was integral to thegader communityand toWest-
ern StoyOs ppularity, it is clear that it was not just prformative.
Reader \tlds@ocational pins and the letters themsels confirm
that many readers vere living, or had peviously lived, rurally on
farms or ranches, and @re genuinely inteestel in exploration, trav-
el, prospecting, and other endeaurs representel in Western StoOs
content. Bona fide wstern experiences ag prized by urban eaders,
and the value of this authenticity runs tlmugh the stories as il
OTueO cwboys who ae brawe and lyal tend to reap the ewards.
In contrast, those who play-act arput in peril, or are in some way
amoral. In Ot White WizadQ a stoy by Edison Marshall that ap-
pears in the April AA, A°A¥; issae adoed Hollywood star name
Carlo Mddesto filming a vestern in the Yikon is ultimately revealal
as the villain. Fillel with classic vestern motifs, disguise and true
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identities figure prominently; Madesto the villain is not only an actor
pretending to k& a cavboy, but his handsomeplacid eterior con-
ceals a conwlling and violent natue. More, as an Hispanic charac-
ter, he is an Othera reminder that in westerns, the authenticity of a
OealO American heralso means Oauthentically while

How readers interpeted these constructions of Americanness amid
notions of a closd frontier could e assesskin the reader depart-
ments. It is in these pages that these fantasy armtemtial selhes
are actel out, and on an eternal level, where readers Ofashiogd]

a sense of themsebs as public, plitical actors and [E] influencef]
the saial, political, and cultural debates of their eraO (8ay and
Soensen AAA)oTmagine this complicate process and its outcomes,
reader contgts need closer @amination. The site-sgcificity of loca-
tive malia tools lend themselks to such considerations.

\Y,

amines the physicality of place-badestorytelling, where

project participants mee through a physical loation that
has keen redefined by using tehnologyNoften GPS-badéland sto-
rytelling or art. The element of bdily engagement is often a kefo-
cus, as is the untethed aspect of mobile melia. Digital and literay
scholar Rita Raleasserts that loative media is Oan instance of Oun-
framed® mdia practice [E] unbound from the desktop detache
from the singular sagen and thus a fixd spectatorial perspectiveO
(A). Itis a definition that ecludes the s@en-base, armchair Gogle
Earth Tour, which was neer designe to facilitate a physical eperi-
ence of a place-badestory. Indeed, users mue between locations by
OlyingObba fantasticabyage by its ery natureDPas the original in-
tention of the taol was to instantly bring gople wheke they could
not physically go &t least, not instantly. Interestingly, this virtual
experience eplicates the wrk of Western StgtOseader departments
and their efforts to connet readers who wuld then shae their pho-
tos and stories with one anotheHowever, while the user &perience

M uch of the academic analysis ofdative media projects e-



is somevhat removed from reality, its explore-ability and AY2A-desgr
views offer an eperience that is similarly detacktefrom a single
view or perspective. While there is a uniquely embdied experience
inherent in many place-bask projects, | argue that loative media
projects need not simply ke alout physical pesence in a gien loca-
tion. In fact, excluding sceen-basd experiences like virtual or aug-
mented reality from a lccative media definition dismisses he such
projects can ceate deply affective immersive experiences. Such
technologies also conrat users to narraties in a spatial capacity
and it is that tethering to place that enables a neoprofound con-
nection to stories. In many instances, and particularly with Ggle
EarthOs tour @, the critical ingredient in achieving this link is the
use of maps.

As an &pression of spagemovement, time and human activity a
map is intrinsically a stoytelling device, and Onarrati cartogra-
phiesONwher maps ae Ousito represent the spatio-temgral struc-
tures of stories and theiralationships with placesOBrognize and
utilize this capacity Caquad and Cartwright A). In their discussion
of narrative cartographies, Caqudrand Cartwright argue that these
applications Oraise some common cartographic challenges, such as
improving the spatial &pression of time emotions, ambiguitycon-
notation, as vell as the mixing of grsonal and global scalegal and
fictional places, deam and eality, joy and painO (A). Thesegsibili-
ties recognize the range of complicadedeas maps canxgress, and
Google Earth Durs, andReader \&rldsspecifically, explore these p-
tentials by unifying space and narratésto create accessibl@on-lin-
ear stories, the cohence of which is due in part to the tourOs basis
in a map

V W

cative mealia projects, we hawe to understand that w orient
ursehes in space [E] by simultaneusly experiencing the space

in a sensoy wayNas something that is learmkeas you move through

it, engaging it with all of your sensesNand understand that such Qim-

\Ison Farmanplains that Oto understand thewer of maps in
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placement@F how we understand ourOsituationaldationQ], is cul-
turally inscrited and contetually specificO (OMap InterfacesO »»).
While the street view feature may not engage all senses, écalls
our innate sense of implacement, whileewmove virtually through a
space Street View is powerful because it mimics this emimlied ex-
perience of keingin a place and all of the disceery and contetual
comprehension of place thabgerience caneoke. It does so instant-

ly, revealing a fet-on-the-giound intimacy with a lacation in a mat-

ter of seonds.

Maps ae, of courseimperfect, and as Farmangints out, whee they
fail has to do with which gerspectives and which bdies the ex-
clude rather than what or whom thg include Indeed, part of the
ongoing work in narrative cartography is to addsss the ne chal-
lenge for mapmakers to tell the storiesehind hov maps ae con-
ceived (Caquad and Cartwright A). A representations of spagéhey
are subjet to a multitude of biases, while alsodnforc[ing] exist-
ing power dynamics of the spac® (OMap InterfacesO °A). When it
comes to GogleDs Seet View feature, the glaring omission of a host
of African and Middle Eastern sgets, cities, and sometimes whole
countries is a pwerful case in pint (Weiner). Gagle plans to in-
clude these loations eentually, but relies heavily on unpaid @lun-
teers to collet these images. With a billion users accessing the,app
Google Maps is inaeasingly kecoming the principal map by which
people viaw the world (Peez; Weiner). The facus on Western coun-
tries in the stieet view feature, as well as the absence of manyopr-

er, rural locations, highlights FarmanOs concerneutspatial pw-

er dynamics. Egn within North America, thee are several Reader
Worlds pins where specific addresses a not representel, nor ae
any nearby pads. In places like Coabwd, West Virginia Januay

Y4, A°A» issue), an old coal miningvtp or Cloud Chief, Oklahoma
(April AA, A°A¥, issue),wdargely uninhabitel, there is no steet
view option to include in the pinne locationOs snapshot. Instead, |
resort to capturing satellite vies that hawe been supplemente with
blocky computer-generaie renderings of the landscap(see fig. A).

In some ways, such limit visuals offer a mag authentic historical
representation, as these places aap as thg would hawe to histor-
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ical readers: mer spots on a map and with scant information aloit
what they look like at ground level. More, such Iaations ae less
likely to be significantly diffelent from their A°’AAsersions, and may
provide a moe genuine construction of paseader contgts. How-
ever, their exclusion can also & vieved as epresentatie of the tra-
dition of rewriting, or erasuee of the narratives of these communities,
and in the case oReaders ¥fldsand its exkamination of pulp fiction
readers, the diggad for their significance as an imgrtant element
of the periodical reading community

\Y,

this reseach is that it is maliated by the reseacherOs lens; in

this casemine The souce material and ashival melia is se-
lected solely by me and | offer interpetations of eader contgt
bas& on my owvn readings of those obgs. Een as | attempt to con-
struct the filter of an historical eader my own filter is present. Hov-
ever, James Machor suggests that i@adership studies, this mayeb

Beyond the pioblematic Gogle Map another consideration in
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an unawidable situation. Machor argues thatven if a complete
unadulteratel archival record existed, Othe supgsition that such an
archive would bring us closer to histor ignores the way that gen
the most complete historicalecord never discloses a p@ presence
but degends on our evn mediating activities as interpeters and
readers of the pastO (Machotiix. Moreover, the transformation of
archival materials into digital form adds another interptative lay-
er. In The Ninetenth-Centuy Press in the Digital §¢ James Mus-
sell argues that understanding earlyepodicals not only demands a
grasp of their genes, but a capacity tox@mine the tmls usel to dig-
itize and pesent them. Seen-basd consumption epresents loth
a transformation, and an intermtation of printed works, in a shift
that makes us not onlyeaders but users asell. OWhat & must d@®®
Mussell writes, Oisecognize hev use affets meaning, whether this
is in our encounter with historical material or the digitalasouces
that provide access to itO (Av4). Certaitliyoughout this pagr, my
own discourselens, and contet influence interpetations ofWestern
StoyOseader letters, but the ways in which theadings ae maiat-
ed by the materiality and the rhetoric of the Gagle Tour tool must
also ke acknavledged. In the absence of an uncontaminatgicture
of these eadersNone that Machor asserts is an ioggibilityNthese
subjective readings (mine and othersQ), aided influencel by loca-
tive malia tools, emain valuable contributions togadership studies,
perhapshecauseof the myriad interpetations theg afford.

Ultimately, these leative maldia narratives ely on users to engage
with them in order to make meaning. Just as Ryan, Thomas, and
Johanningsmeier call foreadership studies that nve beyond tra-
ditional, often isolatel academic analyses, thesader letters and
archival malia set against contengrary land and steetscags ae
not meant to & presentel for solitary interpretation. While my
archival seletions may add subjgivity (and the tourOs space for on-
ly eight slides or vides for each pinnd entry is limiting), the tour
encouragesxploration of all available angles, aaming ge, birdOs-
eye view, and non-linear leaps &m one pin to anotherFurthering
the transition from reader to user that Mussell identifies, Rita Ra-
ley argues that l@ative media shifts users into Oparticipar@®sas not



only does the contztNthe physical envionment one &ploresNcon-
tribute to recreating the historical eadey but the participant des as
well. Their view of the landscap and hav the participant ogerates
the Gagle tour is subjetive, making the interpetation active and
ongoing. With lccative media, a tavn or city itself becomes moe vi-
tal, changing constantly as the participant makes theivio meaning.
As Ralg argues, leative madiaOs Oinvitation terience the city
as \erb rather than noun also clearly summons the participant to ac-
tivity as wellO and grmits a diwersity of experiences and narratisr
understandings (%2).

what Reader \&tldsoffers to readership studies, and what it

offers in understanding the multiplicity of eading eperi-
ences. In the toyrocative madiaOs immersivelement and the stgr
telling affordances of narratig cartography come together to build
worlds aound locations, enabling what &onica Tozzi calls Oimp
sitional narrativism® whee accounts of eents can le shaed from
multiple perspectives during multiple times in histoy, offering a
more expansive narrative (Oppegaad and Grigar AA). That the tour
enables a vie of present-day spaces frarddy sketches of individ-
ual readers fom a centuy agg means users caread the eader on
multiple levels in a single platform.

T he multiple perspectives of the tourOs participants enrich

In the context of the rapidly changing landscapof the A°AAs, with
the readership straddling urban and rural identitieReader \aldD
impositional narrativism povides moe insight into reader cicum-
stancesThe implacement affated by the tourOs map interfacand
its visual and spatial markerspots users in the familiar pgsent day
and also helps situate them historicallgo they can compae contem-
porary realities with historical narraties.

These comparisons warrant somefiection. Overwhelmingly, letter
writers in urban centes ae hungly for stories of the Vest. Thg
are unhapyy in the city and looking to hear fom Western Stgr
Ohomtes) eal cavboys or anyone living in the West. Often, thg
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are looking for somene to trawel with who wants, as thg do, to
get away Ofm the noise and confusion of the cityO (A°A» eRiv
AAYs). Someeainjured war veterans who will Oneer be able to ride
again® and a regretfully city-bound (A°Av4, Rivs AA»). Such letters
align with the narrative of a disapparing West, and the anxiety of
a readership who fel their lives ae encoachal on by malernity,
but they take on moe meaning when consided alongside a md-
ern streetscag, now even more urban than in the A°AAs. Stella Bur-
ton in Alexandria, Louisiana is eightn when she writes, Ol kvin
the city but donOt like it ery muchO (A°AA, Rice AAYs). HeraAle
dria addess is nav a parking lot. Mrs.C.S. Pwell writes from San
Francisco Ol use to live in the county, and nav | live in the city,
and | cannot sem to get usd to it. There deesnOt sen much chance
of us going back wher my heart is always turning, so | am k-
ing to The Tree for comfortO (A°AA, Rice AA»nel®s home is on a
steep, tightly turning street in what is now the heart of an enormous
city (see fig.A). Includd with her pinned letter on the Gagle tour
are arcchival photos of her steet from the year her submission was
publishel (see fig. A). The photoeveals typical San Francisco houses,
snugly placel on an unpaed road. In later photos, thegad is paed,
cars ae pictured, and we se the ongoing pogress tavard the large
modern San Francisco of ¢ay. In this contet, the tourOs tengali-
ty, its simultan®us revelation of past and pesent kestovs additional
poignancy

\%

consideration of the valuable nuances in historical accounts.

Artist Jeemy Hight termed this kind of historical Iccative
storytelling Onarratie acheologyO (Hight). In his gundbreaking
locative media project 66 North g ¥ét Hight installed GPS-trig-
gered hotspots at the former I@ation of the Santa Fe Radlad dept.
As participants meed around the site thg heard overlapping audio
narratives from fictional railroad workers. These stories hadeben
written baseal on HightOsaseach on the surprising histoy of the
railroad, one that Hight says hadeen Oforgotten, shifttaway from

T 0 excavate the past and place it in the ggent also affals
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or eraselO (RaleAA). The miject, he wiote, revealal that @ontext

and subtet can ke formulatel as much in what is pgsent and in
juxtaposition as in what one learns was therand emains in faint
tracesOQppegaad AYs). Aa narrative acheology of its ovn, Reader
Worldsbenefits fiom these subtleties.

In the tour, subtet and obscued meanings bcome moe definal
when pulled into the contet of place and one of the things gleame
from several correspndences is the urmmantic realities of rural life
Writing from Libby, Montana, a man wrking as a Foest Lakout
in Kootenai National Foest asks for letters to @lieve the monot-
ony of this lookout lifeO (A°Avs, Rie AAYs); a homesteader in Cane
Beds, Arizona lmks for pen pals to Owhile away the leistihoursO
(A°Av4, Révs AAYs); aoman in the village of Cloud Chief, Oklahoma
looks for a friendly woman to mave in and help her with houseork;

a lonely coal miner in the mountains of Coatved, West Virginia,
and the wife of an oil field vorker in Salt Ceek, Wyoming, toth
ask for pen pal companionshipMeanwhile archival film and pho-
tos of workers in these emote aeas shw hard, dirty, and dangeous
labour, where people strugglel to make a living amid the landscap
so omanticized by the western.

A letter from Lillian Pennyvell in April A°A¥%, displs some of the
myths of a Californian pomisel land. Fom Long Beach, California
she describs her state as @autiful in places, but it is also true that
there ar spts as undesirable asoy see anywhere else and condi-
tions that one d@s not appove of [E] | am just one of the mass of
working women, and for yars hae knowvn nothing else but had
workO (Riers AA¥.). dnival media reveals gorgeus keaches near
her home that she likely raly visited, and a sea of oil derricks in
and aound urban Long Beach. Similarlin Newburg Oregon, Mertie
B. Caok warns his fellav readers that though his part of the countr
is beautiful, Ogu canOt liw on sceneyO Fom his suburban sget in
small tovn Oregon, Mertie writes, Ol kmothe problems of the vork-
ing class fom the coast clear tlough to the eastern State liné\nd
IOm right her to say that those who hava home and a gm position
had ketter stay with thO (A°AYa, Big AALS).



In these letters, isolation, loneliness, and disapgment is not solely
reseved for urbanites. GogleDs Seet Views also eveal that, in
many cases, the urban eraachment of a closfrontier never mate-
rialized. LibbyOsemoteness and small sizsti{l a small tovn almost
AAA gars late}, and the conneted forest lcokout location wheee the
reader had wrked, ar palpably isolatd, and lwth Cane Bds and
Cloud Chief emain deidedly rural. Indeed, a contemprary look at
Cloud Chief, once alig with farms and a schal, finds it now a ghost
town. Other rural industrial aeas hae similarly disapgared. One
hundred years latey Salt Ceek is no longer and CoalveodOs coal
mine has leen seald and much of the aa leclaimed by forest.

From this vantage the nostalgia for a disamaring frontier and a
simpler time thatWestern Stgr mobilizes is complicai Writing
from Fhiladelphia, Samual C. BemanOs brief letter to OThe Hullo
TreeO in the A°AY, ChristmaseHssue asks if theris Oany one living
in McLennan County Texas, who will write to a lonesome bud-
dy? I1Om hoping to heardm my olO stamping gundO (AAYA). It is a
straightforward request flom an upiooted Texan living in an East-
ern city, however A°’AAs McLennan County had aprinent Ku Klux
Klan presenceand only a deade lefore BeermanOs letter to OThe
Hollow TreeO Vdcq the county seat, hadéen the site of the horrif-

ic torture and public lynching of A¥ewgr-old Black farmhand, Jesse
Washington. A cowd of A¥,AAA camenfr miles apund to watch.
These gents ae includal in the tour to re-contextualize the con-
nections, knavledge and eperiences of the places thaeaders hold
dear and to clarify and interogate the haze of nostalgia in theast-
ern gene.

Locative madia can bring these Ofaint tracesO of pastities into
view. Writing about HightOs mject, Rita Ralg makes the imprtant
point that narrative achaelogy is not puely alout the recovery of
narrative artifacts, but something mersubstantial: it imagines a past
that Onw intrudes upon the presentO (AA). This éing of the his-
torical onto the contemprary blurs the distinction ketween past and
present.

IMAGINATIONS



tographies ae powerful, but the simple ability to se readersO

geographical Iaations can k telling as vell. Snapshots of
these sites can make details ofader aperiences like ManchorOs
Ostolen moments of leiseiat factoy workbenchesO mervivid, and
close eadings of the letters, engdded in the sites of the tourstimu-
late fruitful imaginings of eadersO bs (xi).

T he tempral affordances of loative malia and narratie car-

The tour affods these rapid visualizations, quick comparisons, and
conclusions, and while theris also an impracticality inxamining
readership on this individual basis, the mapeafogermit both micro
and maco views of the reader letters. This sort of lbad scale analy-
sis is commonly applie¢ when thee are large quantities of data to
examine permitting an aerial viev (literally) of the content. Incor-
porating this digital humanities apprach to the letters encourages
the co-«istence of Ioth levels of analysis, and asses that less will
be missel in these eadings Jackers v4). In the case Beader \b0tlds
there are valuable dductions and conclusions toeébdrawn from
physical lacations, and other commonalities. Certainlthe pins of
overseas eaders in the Unitd Kingdom, Aistralia, and South Africa
are suggestie of the reach of the American wstern in the ppu-
lar imagination, but it is also valuable to note clusters ass North
America. Though the pins irReader \&tldsrepresent only a sele
tion of the readers, a larger scaleksion of this poject could reveal
locational trends. For gampleg in the map of the A°AA issueith lo-
cations indicate by yellow pins), a cluster of eaders apgars in the
East, poviding a useful obseration and an gocative image in the
context of the magazin®s basis in the @am of the Vést. It is a visual
that, alongside the letters and rd& in each pin, illustrates aead-
ership in a state of longing, @raming of leing elsavhere. Even the
postings in the eaderOs trading department, OSwaPp Exchange
suggest a pursuit of acdénture. On the outskirts of Pittsburgh, Heryr
E. Pfeiffer aims to sha his jewelry and old army gear in fagur of
more useful items like a shotgun, a Miean \est, or cash. In these
communications, pwerful visualizations of eader &periences take



shape. Reading this ad in the toumith the view of his urban, esi-
dential steet, we might gather Pfeiffer is pparing to hit the 1oad.
His ad sits amongst the larger map of pinthiéocations of other ead-
ers, many of whom ag similarly planning, helping to imagine a com-
munity of restless urbanites who get their egkly fix of action and
adwenture from their favourite magazine This visual of eaderships
in geographic elation to one another and to their urban, suburban,
or rural locations has the ptential to present fesh insights into
reading communities and their choices or motivations. While only
inferences, the tour facilitates these metangible ideas ofgader &-
perience and a stonger connetion to their humanity

In Reader Wrldswe might also interpet not only how the text in-
forms the values or drams of the eadersds we saw in their wistful
letters almut travel), but hav their current context might inform the
reading of the material, and o this same eading of the material
might then, reciprocally, inform their views of their current contexts.
More, engaging with theWestern Stgr reader department,eaders
could effectively influence one another and the content of the mag-
azine itself. In this waythe effects of reader contgts are multi-lay-
ered, and understanding them and othegader grspectives shines a
light on popular cultureQs iffience on boader American ideals.

erful new lens to viav reader narraties, and can supplement

current readership studies practices and inspinovel meth-
ods of historical eading. Inded, alternate uses of Gmle EarthOser
ative tools could e emplyed to examine larger numbrs of readers.
The Reader \&tldstour focuses on constructing a sense eader en-
vironments by mining available ahival meadia, and mapping fifty
letters and @rsonal ads fom only a quarter of the magazitis thir-
ty-year run. Havever, another appoach could le to concentrate on
pinning only, allowing a reseacher to map many mag locations and
rely on the steet view feature and Gegle EarthOs built-in informa-
tion boxes to fill in details alout various neighlourhoods. While not

I ocative malia and narratie cartography tols present a jpw-
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as detaile and e/ocative, this is a moe efficient way to eamine
larger quantities of leations, or to find patterns in eadership A

methad like this could also b useful when sgcific reader addesses
are not availableand reseachers may le working only with general
circulation data.

It is necessay, however, to recognize that elying on Gagle in this
manner comes with other concerns abt representation and the dig-
ital colonization of the planet. Readersdated in townsNor even in
entire countriesDPthat arexcluded from Gagleds Stet View fea-
ture cannot e equally representel in a mapping poject of this kind.
Moreover, the larger question of privacy lingers when it comes to
sharing reader |l@ations, historical or not. But for étter or for worseg
these applications & becoming increasingly immersie and acces-
sible New applications fom Gamgle include Ge VR, which offers
a virtual reality experience for tours, and augmendereality is on
its way. Gaogle is also going offoad. Steet view cameras carrig
by hikers ae documenting fotpaths, keaches, and other non-au-
to accessible spaces, and similaidlie Gagle Expditions project
now brings you to remote places with the scientists whoeastudy-
ing them. Such featwrs may povide opportunities for more detailel
constructions of eader contgt, and a moe visceral, embdied ex-
perience lronically, however, these efforts at digital dcumentation
also represent a vorld with closed frontiers, making Gogle Tours a
fitting tool for envisioning early-Aicentury fans of westerns.

These ae tools that replicate the filter though which the historical
reader eperiencal these tats, and so widen the frame on theader
To consider the eadersO ggraphic and spcial contets is to gather
a mote fulsome pictue of their interaction with texts. To mine those
Ofaint tracesO of suktend juxtapositions, and the ghostsoaming
these leations is tg as Rita Rale writes, challenge Othe hegemo-
ny of wordsO (A). Empled in readership studies, tative media can
push against tet-only examinations; it is a practice that augments
lone academic intermtations which hae so far elied on close ead-
ings, limited demographic information, and hygihetical construc-
tions of readers. Resedrners who ae verseal in the rhetoric of laca-
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tive malia can use these tils to become actie participants in ceat-
ing more meaning fom reader corespndences. Loative media rec-
ognizes and embraces the complicétand fascinating interactions
between time space place and human gperience which hawe al-
ways keen elemental to hav readers gperience stories and construct
their unique worlds.
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Figure A: Gogle Earth, Gogle,
https://earth.g@glecom/
web/@AY2. AVCYLAAA -»Y4 Yol sARAAROA -A0A» YoYo¥ i sAYsA AR, AAAY AR MAY» AAAY.Yad A
data=MikKJvolCiExcWFtdzRInVTUAVAZHMzSHRIQARS-
bEgtdA%AMAIUaUAQRCgEwW Accessd A OctAAAA.

Figure A:Gmgle Earth Gaogle, https:/earth.gmglecom/web/data=MKEKP-
WOo°CIiExcWFtdzRInVTUAVAZHMzSHRIQARSbEgtdA¥:AMAIUaUASF-
goUMDK¥:@PMAOEQODEANDNGRDcxMJEgA

Figure A: OLaidldrom AAth@pr. AA, A°Avs. @xsFHistoy / wnpAvs. AAAAY,
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This paper proposes that the méium
of animation enriches the narrate por-
trayal of lived experiences. Despite the
rise in popularity of animation as a tol
for storytelling on digital video sharing
platforms, as of gt, little scholarship &-
plores the impacts of animation on life
writing narratives. In an encounter with
animation production, | deelop an orig-
inal example of these animate narra-
tives which | term Oanimatelife writ-
ingO Though the appoaches of critical
making and eseach in practice by
which | hawe created an accompanying
animatel video, the benefits and draw-
backs of animation a explored with a
particular focus on embdiment in life
writing and the liveliness that is gener-
ated by cart@ns.

Cet article popose que le mdium de
I'animation enrichisse les ©its dex-
pZriences viies. MalgrZ saqpula-
ritZ en tant quoutil de narration sur
les plates-formes vid¥ peu de e-
cherches aplorent les impacts de
I'animation sur le gene d'Zriture de
la vie. Lors d'une enconte awc la
production d'animation, j'ai dieloppZ
un exemple original de ces dits ani-
mZs que japglle C animate life wri-
ting E. En appliquant |Oapmhes de
crZation critique par laquelle j'ai crZZ
unevidZo anim# qui accompagne cet
article, les avantages et les inconvZ-
nients de l'animation sont xplorZs
avec un accent sur l'incarnation dans
I'Zeriture de la vie et la vivacitZ gZnZ-
rZe par les dessins animZs.

here was a time in my life when | was convindethat schal

was the geatest place in the warld. | was told that thee

would be toys, friends, and games to play all day longNI was
three years old. When the bus puldeup to my stieet corner on my
first day of schal, | was mortified to learn that my mother vould
not be joining me | proceeded to clamp my hands ayund a nearby
post and held on as tightly as | could. OWhyeaou doing this?0 |


https://www.youtube.com/watch?v=24WaFML4TjU
https://www.youtube.com/watch?v=24WaFML4TjU
https://www.youtube.com/watch?v=24WaFML4TjU

screamel as my mother and the bus drér worked together to py
me free.

In its broadest definitionJife writing is a primarily non-fictional lit-
erary genre concernd with personal narraties that fawur the self
or the individual (Kadar %4). These narraéis take many forms, such
as autobiographies, diaries, obituariescsbd media posts, and any
other conceivable form that alles a writer to shae a lived expe-
rienceNwhether it is their ovn or somene els®s. Journalling, for
instance might be usel as a tml for self-exploration, wheeas a
keynote speaker might include an areglote to engage and nve their
audience We do life writing all the time because it is in our natue
to story the world. These semingly minor vignettes abut a life can
inspire, prompt reflection, foster communities, and alous to relive
moments in time

Yet, hav do we craft lived experiences in ways that &t communi-
cate the images @ hawe of them in our avn minds? Ext is one re-
liable methal. After all, this introduction begins with plain text and
delivers on the moe salient aspcts of my memoy. A comic strip is
also suitable in this caseebause it allovs me to emiody the inci-
dents in illustrations. Havever, for me the animatel cartcon is ap-
pealing kecause it allevs me to demonstrate thevents unraweling in
real time Applying both sound and m@ement to this narratie al-
lows my audience to witness thevents as | ememier them.

In this paper and in the accompanyingideo design poject of the
same namgl explore the emerging practice of what | terranimated

life writing. This concept is obseed as an inter-gerg and inter-me-
dia hybrid that unites the animate cartoon with the fragmentel nar-
rative styles obsered in traditional life writing. | argue that animat-
ed life writing is part of a bioader melia ecology that is supprt-

ed by graphic narratie theory, the field of study largely fousel on

the intersection between comics, graphic neels, and narratie the-
ory (Garner and Herman A). Essentiglihe value that ve find in

static, image-bagktexts like the graphic memoir is also psent in
texts produced for animation.

IMAGINATIONS
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Since ¥uTubeOs inception in AAAY,, user-generaiatent has geat-

ly influenced the development of the V&b A.Axperience normaliz-
ing the use of vide sharing platforms and other sial media. Along
with tutorials, animal vides, and other user-drien content, some
creators use these spaces to shaersonal anedotes and conne
with audiences with similar inteests. It is for this eason that | ec-
ognize these digital platforms for theirgiential use in stoytelling.
Pioneers in the YbuTube animation community like James Rallison,
known online for his YouTube channelTheOddgsOuproduce Sto-
rytime Animation contentNanimate short stories baskon the ce-
atorOs lied experiences. Within the last deade this visual style of
storytelling has kecome moe prevalent as moe creators legan shar-
ing their life writing in animated form, with varying degres of suc-
cess. Forxamplg at the time of writing this pa@r in Summer AAAA,
Rallison has amassea total of A° million YbuTube subscrilers since
his first video publication in AAAA.

In producing my vide, | follow similar design practices to that of
channels likeTheOddgsOuib experience the impacts and the draw-
backs of translating my wn lived experience into a carton. Animat-
ed life writing, as a practice of@seach-creation, allavs me to deu-
ment the \ery process of animation while negotiating itetationship
with life writing, graphic narrative practices, and mywn emkodi-
ment in the stoy that | shae.

new concept. In fact, Channel AOs A°»° stop-motion animation

seriesCreatuie Comfortaused Claymation to animate inter-
views with ordinary people alout everyday things. Havever, these
videos would hawe been a significant financial buten for most gen-
eral enthusiasts écause thg involved professional animation stu-
dios and a teleision network for distribution. The material practice
of animata life writing by ordinary people is a moe recent phenom-
enon due to the gowing access to digital envanments, tmls, and

Poducing animatel content fom lived experiences is not a



software over the last fev decades. ®@er time, individuals kegan to
occupy all roles of poduction including pioducet writer, director,
and evzen animator Although this invites countless inneative meth-
ods for stowtelling to emerge narrative and comics studies hav
long been conerging to offer us the theretical toolkits required to
engage with peviously unrecognizeal hybrid forms of communica-
tion, such as prsonal narraties that hae been animatel. Syecifical-
ly, this paper contributes to the ongoingxansion of scholarly in-
terest in image-bagsk storytelling: the field of graphic narratie the-
ory (GNT). GNT is concernd with the intersection of text and im-
ages as therelate tq and deiate from, traditional narrative studies.
Applying criticism from the conerging fields of comics studies and
narrative theory, GNT looks to texts that emply the methals of text
and illustration, such as the graphic mempand considers the im-
plications that these combirteappioaches hag on meaning making
(Gardner and Herman A). Put simplaNT considers the hybridity
of text and images in tgts like comics and the graphic memoand
how these two distinct meadia are usel in tandem to shae comglling
stories. What ve gain flom these obsefations is a heighteng un-
derstanding of the elationships amongeaders, writers, and theire-
spective engagement with the stories in question. Bypanding our
corpus to include otherintersecting forms of visual stoytelling like
the animata cartoon in animatel life writing, we can moe readi-
ly recognize unconentional, yet faithful, productions of life writing
that inhabit our print and digital spaces in unique and uxpected
ways.

In general, when w read a memoir in print or digital form, the
is no question that ve ar, in fact, rading a memoirBut when we
break the structue of these tgts and deiate from their traditional
modes of deliery, we ae met with obsevations that complicate our
understanding of what a tet is. The use of illustration in the graphic
memoir, for instance was at one time a deation from the tradition-
al memoir but we now champion it for its ability to supplement and
replace written words in ways that amplify their meaningQuesen-
berry and Squier ¥4A). Ifanook to animate life writing as simply an-
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other made of stoytelling, then we will undoubtedly see the works
of memoirs inmotion

Essentially the practices that w apply to static, image-badenar-
ratives like comics and the graphic memoireaalso distinguishable
in the production of animatel life writing. GNT argues that image-
rich modes of communication heighten the accessibility afrponal
narratives and, congguently, render them moe relatable As demon-
strated by their successful xecution of graphic narraties, practi-
tioners such as blogger turmegraphic memoirist Allie Bosh quite
literally illustrate the affective power of visuals and imagerin their
adoption of this style of life writing. In her debut graphic memdiin-
fortunate Situations,|&wved Coping Mehanisms, Mayhem, and Other
Things that Hapenel, Brosh illustrates her gperiences battling anx-
iety and depession. In a particularly pignant sceneBrosh descris
depression as an emptiness rather than a sadness: OitGsalipieg-
ativity or sadness anyma, itOs mar just this detachd, meaningless
fog where you canOt 8 anything alwut anythingNeven the things
you loveO (Bosh AA»). The scene is accompdrig Figue A and A
in which BroshOs crudely drawn avatar navigates the darkness while
being beckonead by a \oice that epresents her gperience with de-
pression.

The illustrations in Figues A and A conceptualize thde@chel,
meaningless fogO to @it a form that is moe readable for an au-
dience that cannotelate to BoshOsxperience As with all texts in
this medium, the Gombination of vords and images mduces a hy-
brid form able to epresent narratie and materiality simultaneus-
lyO (DeFalco AA¥). Ultimatélystrations in graphic memoirs offer
the writer the opportunity to represent themsels and to demon-
strate abstract concepts like Ve, despair and longing in ways that
are complicatd by the written word.

In considering the wverk by YouTube animation channels like
TheOddgsOuit is evident that what makes the graphic memoir ef-
fective also emerges when the life writing is animateThese vide
styles apply graphic narrati® practices such as geential art and
captioning but with the additional advantage of sound and wee
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ment design as affated by digital video. Therefore, the greatest len-
efit of animatal life writing is obsewed in its treatment of time
Unlike the graphic memoirwhich is restricted to panels in a static
space the animatel medium demonstrates changes as yhenravel
along a timeline

Animated life writing, in its broadest definition, is the pmduct of
any life writing genre presentel in animated form. While the exam-
ples that | engage with in this pagr are anedotal stories andepre-
sental in AD animation, theg is no estriction to how a creator may
envision their experiences. Forxample in his publication @nimat-
ed Autoethnographies: Stop Motion Animation as &dl for Self-In-
quiry and Personal Esution® Jamy Michael Blair establishes stop
motion animation as an emerging metkdor personal inquiy and
self-reseach. Using this style of animation, eators ae empwered
to critically reflect on past &periences, €ter empathically into the
lives of others, and actaly participate in dialogue&gading the so-
cial implications of the encountedO (¥:)oTthis end, the styles of an-
imated life writing can vaty greatly, much like hav the styles of the
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graphic memaoir will differ fom one author to the net. Ultimately,
those with greater exposure to video sharing platforms like WuTube
are far mote likely to come aapss animatd life writing than those
who do not engage with similar platforms. It isgshaps for this ea-
son that our curent scholarly spaces seldoraaognize the use of the
cartoon beyond comics. If this is the cas¢hen | invite scholars and
practitioners to further inwestigate this aga of stoytelling as | hawe
done with my vid® design poject.

processes of applyingNgraphic narraévdesign methds to

the spatial and tempral elements of animation to enrich our
understanding that these eative communications can alscelcriti-
cal apppoaches. The mject takes the form of a six-minute animate
video, and it examines the elationship ketween graphic narratie
theory and the practice of carton animation. In doing spit intends
to justify the medium of animation as an effetive form of stoy-
telling while also contributing to the community of animatk life
writing. The video begins with an original stoy time animation in
which | narrate an early childhod memory about a tobogganing e-
perience with my family It is followed by an informative animatic
that explores GNI in the contet of content animation.

T he objetive of this poject is to applyNand méiate the \ery

Like Mary Vertulfo in her AAA» thesinimating from the Margins

| consider animation an undexplored medium of life writing in
which GNT directly applies. | pppose that the elements thaender
the graphic memoir mog accessible than traditional autobiography
also apply to animate life writing. Essentially this project offers a
unique opprtunity to document the poduction process of animat-
ed personal narraties and the impacts of this ndégum on the final
product. | will expand on this by first &ploring our existing prac-
tices of life writing and its deelopments in the digital vide are-
na. As my video design poject suggests, the application of sound
and motion in the animatd medium offers nav methods of emlod-
imentNhow writers represent themseles and @cupy their narrative



spacesNin life writing. These ts enrich our grsonal narraties by
doing what the term Oto animateintends: theimbue the inanimate
with life.

Just like any other mdium of life writing such as the graphic mem-
oir, life writing narratives ae not restricted to a sgecific type of stow.
When | refer to the graphic memoir as anxample of life writing,

| do so to bridge the gapédtween traditional tect-basel life writing
narratives as sen in the memoir and the highly dynamic and multi-
media form of the animatd cartoon. The visuality of graphic mem-
oirs and comics allev experiences to not only b read but also sen.
Thomas Couser states that Qin the print divem, the ody is not
OtheO on the page tetseen. It may ke descriled in some detail, and
the reader may form a mental image of it, but that image is not liter-
ally inscribed by the authorO (AA?). Graphic narratischolars make
a point of highlighting the relevance of epresentation in life writ-
ing, since traditional print fails to captue the nuance obseed in il-
lustrations. As Amelia DeFalco obsees, images havthe capacity to
draw attention to ideas and meaningsNsuch as vulnerability and pas-
sionNthat may othewise ke lost on the eader (AAA). Animatdife
writing takes this concept a step further and adds sound andveto
ment to captue faithful accounts of the lied experience When ani-
mated, the detail obsered in a graphic narratieOs illustrations is im-
bued with life that is not as accessible in staticxis. Whee the tody
is concernd, the malium of animation will be of sgecific interest to
life writers for its ability to incorporate gestues and other dynamic
expressions via sound and mement.

However, the ideal methdology for representing a lbdy in images
is a noticeably subjetive matter in scholarshipWhich is moe ef-
fective: highly realistic images or the unirsally accessible appach
of the cartamn? Whee Couser sides with the style ofalism for its
ability to represent its subjet more accurately Scott McCloudQsn-
derstanding ComidBustrates a variety of epresentational styles in
graphic narratives including uniersalism, arguing that the accessi-
bility of concepts can b amplified through simplification Couser
A¥4%%; McCloud AAe@irally, McCloud msits that the carton adds
appeal and is much mar readable for the audience when compdr
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to realistic sketches. McCloudOsttsuggests that due to our limit
self-awaeness, in the sense thataxcan neer fully see ourseles in
the way that we se= others, ve can elate with a less vivid/ealistic
rendering of a human. Simply put, Owheouw/look at a photo of a
realistic drawing of a facequ see it as the face oénother But when
you enter the vorld of the cartmn, you seeyoursel© (AYs). Whileal-
istic imagep allows authors to epresent themseles with more pre-
cision, universal appoaches that abstract characters and settings ar
likely more relatable simply bcause ve as eaders can insert our-
seles into the narratie. As practitioners like Bosh hae demon-
strated with their graphic memoirs, often @presenting theirselfin
less vivid ways, it is not neessay for the body to be representel by
realistic figures for the eader to understand the x. It is therefore
reasonable for these assumptions to gaover into the narrative af-
ter it has keen animatel.

any other visual mdium are distinct, lespectable and effe-

tive communication tols Each mde of deliwery offers a
unique appoach to stoytelling and may &en favour specific types
of narratives as determing by their author Until now, | hawe ob-
sewved overlapping characteristicsédween graphic narratie theory
and life writing, especially when the graphic memoir is concerde
In truth, it is not surprising that the memoir hasécome such a foal
point in my studies of graphic narratigs and animate life writing.
Srecifically, the memoir pesents certain @ative freedoms that ae
not present in other life writing genes, like the biographyin which
the author is often encouragkto remain objetive (Kadar A). For in-
stance often indicatel with a change in font, memoirists will fill in
narrative gaps whee their memoy of a syecific event may ke incom-
plete This offers writers the lilerty to explore literary devices such
as iony, hyperhole, and foeshadaving with greater effet. It is like-
ly for this reason that the content by eators like Rallison so often
appears to ghibit memoir-like qualities.

T here is no question that comicdmks, graphic memoirs, and
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In this section, | investigate the animaitelife writing content that in-
spired the accompanying vide design poject, with a particular fo-
cus on the similarities elating to static, graphic narratie practices.
After all, animation is a communication ntéum that emplgys the
approach of comics (McCloud AA). If the use of images in the graphic
memoir renders it moe accessible than traditional autobiography
then suely the same holds true for the carbm. Keeping in mind that
there are clear distinctions btween animation and print mdia, fur-
ther consideration is gien to the liveliness and elatability of an au-
thorOs animatkavatar and their contributions to the parasial rela-
tionship.

In understanding the bnefits that images hay on life writing nar-
ratives, it sems almost intuitie to make the leap into the Stgtime
Animation gene with which many YouTube content ceators often
engageThe success of RallisonOs chafielOddgsOdemonstrates
the continual popularity of life writing narratives among punger
audiences. While the channelOs chosewlioma is distinct from the
graphic memoir some of Daniel Merlin GadbreyOs sen key char-
acteristics of comicsNspace as time; simultans juxtapsition of
images; closwe between images; spatial netarks; reader contol of
pacing; tablalic images; wrd and image blendingNar still present
in the final product (AA). A a case studyexamining this YouTube
channel makes it pssible to identify some of these characteristics
within popular animate life writing. It also offers the opprtunity
to investigate the distinct featwes of animatd life writing that con-
tribute to its appeal. In the final installment to his wrk experience
series OSoibway A: The Final SandwiéhRallisonxplains that the
positive respnse to his cartons was widely unepected:
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6F )6: F 0)l=Z 82 %)&@>) 0Q .87( 6)68=1)>D 8=417/
20)3 %@? %)&!@>) >86) 8 F8@ }{55F 534 1? DO)7  ?154)(
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)78@/0 78 &877)&? D170 6155187)8;5) I7( 1? 2884 6F &0!7d
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Ultimately, the animate life writing narrative is another ceative
way for storying the world. The use of meement and sound -
duces a certain ligliness that vigvers othewise ned to envision
and process themsebks when eading static tgts. Regadless of the
formal styles usd to craft the animate narrative, the cartan re-
quires less effort fom its viewers to deliver a representation of a life
Similarly, the laour involved in crafting these narraties, while time
consuming, grants grater autonomy wer their production. As an al-
ternative to incorporating external resouces like actors for lie-ac-
tion video, or navigating the obstacles in print publishing, animate
life writing is a craft that creators hae the option to engage with in-
dependently

While movement 6r the perception of mvement) is a kg character-
istic of animation, animatd life writing relies on a combination of vi-
sual styles to tell a stor. For instanceit is common for ceators like
Rallison to hold a frame for seeral s&onds, emulating a comic pan-
el, for any numter of reasons. A still frame candousel to emphasize
the actions in the sceneand it can also b a strategic choice to sav
on production time and esouces. Gien the variability of animate
life writing and the contrasting definitions of whatomicsare, it is
possible that comics studie®late to this field with geater applica-
bility than | suggest. For this pagr, any comparison btween comics
and animation is basgpurely on form. For &ample a graphic mem-
oirNwhich applies the appoach of comicsNcandassesskagainst
a TheOddgsOuwideo for the purpose of &amining the use of space
and time in oth artforms. While toth Goodbrey and McCloud iden-
tify the distinctions ketween the art of comics fom the carteon, we
may find considerable werlap in what Gadbrey calls tabladic im-
agegqAA).

Drawing from the concept of théableay Gaodbrey descriles tablal-

ic images as Othe arbrk in a comic [E] deliberately compsed,
framed and illustratel to represent k¢ moments of narratie mean-
ingO (%%). The tatitbimage frames the contents of a graphic nar-
rative into a readable image thateinforces the linguistic message
We often se this featue in animateal life writing, especially when
carefully constructal backgounds ae designd to fill the screen



space and conteualize narratie beats, compsing a scene grather,

a complete pictue that complements the narrater In the case of
TheOddgsOuthe framing and objet placement in its image-rich
videos offers the viever additional contat into the life of the creator.
In his work experience vide series, Rallisonegularly fills static
frames with strategically pseal avatars that depict empiaes either
interacting with customers or making sandwiches. These frahie
stances a also usd to complement the emotional energy @sent
in the narratorOsaice as obsered when difficult customers wver-
whelm and frustrate the wrkers. Therists Krista Queserdrry and
Susan Merill Squier hav made similar obseations when elating
comics practices to the graphic mempstating that Othe visuals of
the comic undersca the realism of a characterOsperience in ad-
dition to (and often in contrast with) the erbal expressions that may
also apjear either inside or outside of the franie(»A). Not only is the
tablodic image an effetive practice in comics, it pves to work in
tandem with sound to emphasize something of significance such as
shack and excitement. For instancevhen Rallison descris the &-
perience of eceiving a forty-dollar tip while working part-time at a
sandwich shophe epresses it with his wvice and illustrates it with
his cartaon avatarOsody language on the seen gee Figue A).

Visually, the apppach of comics is clear in channels like
TheOddgsOutecause the vides favour an animatic style that uses
limited movement when epresenting moments and actions. For in-
stancethe images & clearly drawn, and the scene comgition may

at times, include the use of panels andwis with time allotted for
viewers to piocess the images. These elemente distinguishable
as GodbreyOs characteristics of juxtagition and spatial netwrks.

It is true that animation is a colletion of images in squence that
when filling a frame in rapid successioneate the illusion of motion,
but this sejuence is, nonetheless, @sential in timeO rather than in
space like traditional comics and the graphic memoir (McCloud %4).

However, even when animatd life writing does not incorprate pan-
els, thee is still one panel that is always in use: the vio@s frame
Considering the gestalt concept ofosuewhich McCloud defines as
the Ophenomenon of obstmg the parts but @rceiving the wholgd
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we recognize that vievers can l@k at a comic panel and under-
stand that parts of the narrati& exist beyond what is made visible
(¥4A). For instancie the TheOddgsOuwtork experience vide series,
there ar instances when RallisonOs avatar is cut off at the waist by
the videoOs framesée Figue A). Despite the absence of legs, in-
stinctively commit closue by understanding that legs continue toe
ist beyond the physical brder. Mentally, we account for the miss-
ing legs whether thee were ever any drawn during the poduction
process. Despite the absence of multiple panels and gutters, itits e
dent that the animatd cartoon takes advantage of our ability to com-
mit closure by removing elements in &change for moe appealing
compositions.

Time and space ggrate diffeently between print and animation.
Both malia are unique communication tols with the capacity to tell
compelling stories, et they rely on similar mental oprations to con-
vey them. Whee | suggest that these artforms differ thaostis in

the degee to which a vieverOs aperation is required to establish a
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sense of lieliness in the espective text. As McCloud argues: OJust as
pictures and the intevals ketween them ceate the illusion of time
through closug, words introduce time by epresenting that which
can only «ist in timeNsoundO (°%). Wherading comics, & as
readers instinctiely incorporate time and sound into the narrates
We do so lecause images pride a framavork through which we
impose our avh experiences and knwledge of the physical wrld
onto the narrative. But when we enter the carton, these mental
processes a not as neessay for understanding the full pictue.
Srecifically, in animation marement a@curs within one panel (the
video frame) and diegetic sound capes the sonic actions hagn-
ing at each lagr of the sceneguiding the viaver through one sem-
ingly fluid series of incidents éfore their very eyes. The narratie
design for these vides is less concermewith the audienc®s abili-
ty to interpret meaning since the qualities of time-baseediaNthe
presence of meement and soundNar already \ery much a funda-
mental asjgct of their reality. Essentiallyless autonomy is gien to
the viewer, and it is perhaps for this eason that the illusion of life in
the animat& medium is so convincing. Animate narratives povide
an immersie experience that take the inanimateno matter hav ab-
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stractel (consider the avatars éim TheOddgsOuir Allie BroshOBly-
pertole and a Ha)f and make it walk, talk, and think (Williams AA).

What distinguishes static illustrations ém the mwing image of the
cartoon is that Otheale of the \ector is taken wer by movementO
(Kress and ¥n Lesuwen A¥:»). Forxample audiences no longer
rely on caefully crafted poses to interpet character actions,dcause
movement is usd to create these &ry actions. An animatorOs efforts
to design meement in their narratiwe effectively reduce the vieverOs
processing time in gchange for geater faus on the stoy that it
tells. This is not to say that the animation style muselzomparable
to a major Hollywood production to ke understod. After all, Gun-
ther Kress and The Van Lesuwen recognize the lieliness of simple
stick figure animations:

g"_806)7? &7 %) = );= )>)7?)( D120 (1.. )=)7? ()/= ))>8 . d
I51>6 8= 196:94& 7187 17( 0)7&) ;5!F | = 85) 17 68(!51F 3@(/)d
6)7?>Z );=)>)7?1?187> 8. D!5417/W8= 17317&)W &7 /)
=86 >16:5) 1716!?187> 17 D01&0 >?1&4 .1/@=I1>) I7( 58 D)=
20)1= 5)/> D1?08@? !7F P4&@5!?18772®) 38172> 8= I7F 6&)d
6)7? 8 . 20) 9>? & 20) %8(FW 28 01/05F PJ15)( |71617187>
>08D17/ 20) =1;;517/ 8. ) O=F 6@>&5) 1B5QZh "MQOa

The content of animate life writing narratives as obsesed in the
TheOddegsOQs wrk experience series might faour an animatic
style of animation with limited motion, but this has no earing on
their ability to effectively represent a life

While time-basé media provide the means for change tacour over

time, thereby emplging the illusion of morement, sound is erhaps

the strongest argument for the ligliness in animation and animat-

ed life writing narratives. After all, content by arators like Ralli-

son, whose animatic styleeisembles digital comics, faurs the nar-
ratorOseice when ecounting lived experiences. Pauldberham sug-

gests that Oaudio epates like an eho of the physical werld in an
otherwise constructd landscap. The sonic space mayethighly ref-
erential, resembling the sound of the naturalarld, or it might be
OhermeticOO (AAA). Much like the use of illustrations, the channel of
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sound ceates meaning. It descis the envionment, using folg to
represent the elationships and netarks that eist in the narrative.

It can create a sense of anticipation, such as when theatr from
an off-sceen door is head. Naturally we might assume that some-
one or something has aggned the dar and await the eveal. Hav-
ever, sound can alsod present in the form of emotional iréction,
describing hev a character is feling or intends to le received. In the
case of animate life writing where the author narrates their wn
experiences, thg can also manipulate space and simulate intimacy
simply by speaking closer into their mioophone allowing for deep-
er tones and imprfections to ke registeed in the audio ecording.
As a result, these mar intimate narratives will create what can b
perceived as a rsonal interaction without the spaker and viev-
er ever truly interacting. In narraties like OSmibway A: The Final
Sandwict) the authorOsige is obsered as sgaking dirctly at the
viewer, contributing to a much moe intimatereadingof the text than

if the narrative been delivered in print form for the reader to inter-
pret. Simply put, a soundtrack with sxken dialogue leags less op-
portunity for misinterpretation.

V

ojciech Dryg quotes Paul Rieur, stating: OW under-
W stand our avn livesNour avn selves and our an places

in the worldNby interpreting our lives as if thg were
narratives, or more precisely, through the work of interpreting our
lives we turn them into narraties, and life understad as narrative
constitutes self-understanding® (AAAjtiNg our lives is, then, an
intimate activity that takes on many forms in the pursuit of authen-
tic representation. Just asevds in print media can coney meaning
beyond the written textNin that Othee ae silences, gaps, which com-
municatéd moe than we can knavNthe moving pictures in the car-
toon render these invisible communications neaccessiblgrovid-
ing an oprtunity to shav what is difficult totell (Dewsbury A%A).

What | found in producing my avn original animated life writing
was a geater capacity to &present my memoy in a manner that
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more accurately captugs hav | wish for it to be perceived. Thee is

no question that my use of hygrbole is anything butthat. For in-

stance my sister n@er blew a kiss at our father bfore our descent
down the hill (see Figue %4). &, this exaggeration faithfully commu-
nicates my impession of this moment, corying an unsmken ele-
ment of innacence that childen can &ude e/en when the are dri-

ven by their compulsions.

From ideation to @iting, my video design poject ultimately rein-
forces the appal and application of animatklife writing methods
for sharing lived experiences. Drawing the dady and designing its
movements on-sa@en in ways that ae similar to epresenting the
body on the pages of a graphic memoir encourages additioeélec-
tion compaked to simply developing a text-basel script or, in the case
of this project, a sceenplay During pre-production, the sceenplay
identifies what would be a graphic memoirOskevents with the in-
tention to animate them during psduction. Havever, at this stage
the liveliness attributel to animation has not gt been realized. Only
in drawing out the narratiwg, its keyframes and the in-btweens, des
this OlielinessOdwin to take shap. Sgecifically, an animator must



consider hav their characters visually interact with each other and
their environment. Rather thanelying on text, the animator is calld
to attend to the lody, and the wice as a complement to theolly, in
efforts to design a meaningful account of adi experience Regad-
less of its formal designNwhether the contengealistic or abstract-
edNthe animatel medium is a complling storytelling tool that im-
bues a lieliness that print melia cannot achiee without significant
cooperation from its audience menays.

Through the appoach of eseach-creation, | hae developed a nar-
rative that plots a series ofwents that contribute to one of my
earliest childh@d memories. A with the gene of memoir there
are moments of gaggeration and emdllishment, but these a&r the
traits that make animatd life writing so appealing. Using the formal
methad of abstraction, this animaténarrative is a totality of eents/
decisions with uncertain and varing consejuences. \& may efer to
this totality as what Paul Riceur callsincidentAA). The purmpse of
this video design poject is to develop a narratie from a moment in
a lifeNmy lifeNas is the goal for any life writerSince a life is made
up of incidents, it was my goal to transform them into a single syor
that captures the memoy that has stuck with me for so long. In what
follows, | descrile the piocess of poducing an animatd life writing
narrative and the deisions that impactd the stoyOs plot and final
design.

Drawing from Erin Manning®s description of BergsonOs concept of
movement muing, that is, alout Ohay movement can k felt before

it actualize€) | consider he the body exists in the physical vorld,

how it occupies the life writerOs narraéivand, ultimately its impact

on the stoy and the stoytelling (%2).

Like a choeographeal dance animation is in a pocess of ecoming
until it has been finalized. During the script writing stageit is im-
portant to account for what is pssible with the available means of
production.

During the character design pcess, | gperimented with several
drawing styles to epresent myself and my familyWhile a universal
approach would be the least challenging to animate due to its lack

IMAGINATIONS



of features, the madels in Figue % poved to be too abstractd and
would limit my ability to express emotions. Hoever, the malels in
Figure ¥4 were too complex and would require a significant atten-
tion to detall to replicate fom one frame to the ne. Syecifically,
a AA-seond stoy about my life, animatel at AA framesgr second,
meant that | had “AA individual frames to account for when design-
ing my assets. Aatoscope-like level of realism simply vould not be
reasonablelnstead, my stoy called for simple designs that @are dis-
tinguishable fom each otherAfterall, it is easier for the audience
to project themseles into the narratie when the characters arab-
stractad. Ultimately | opted for simple hand drawn characters with
limited features for my narratie ee Figue »).

Since these narrat®s ely on sound just as much as thelo images,
this practice equires additional attention to the physical spaces that
their creators @cupy. What complicate the recording process in my
encounter with animate life writing was my hyper-fixation on plo-
sives and other undesirable sounds. Thenlefit in voice acting for
my own work is that it offers me the feedom to deliver the stoy
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as | envision it. Emphasis, pauses, andenfion were all within my
controlNaspects not generally guarants in text-basel narratives
where readers command the pacing. All asyps of diegetic sound
need to create an immersig sonic aperience that des not distract

the viewer from the video. This means that backgund noises, wild
sound, and een music equire additional time and attention. While |

did use sound effets such as a thud at AA:AA:AA, | chose to limit these
elements and, like in th&'heOddgsOuwtideos, facus on ice This

way, there is less time spnt creating foley or seaching online for
usable content and mertime on my deliery.
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Because timing and on-seen movement kely on audio ecordings
for proper syncing, it was not until the ecording stage was complete
that the process of animation coulddgin. \bice needed to be per-
fected and accurately timé so that the m@ement on sceen had an
effective guide The oppsite also holds true for instances when on-
screen movement is equired to time the placement of sound.ake
Figure °, for example appearing at AA:AA:AA. @ughly every fifth
keyframe, representel by the black dots in the timelinea thud ac-
companies the character hands as yit@t their respective snawv pile.
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It is within this interconnected relationship ketween mos/ement and
sound that | obsered what | consider the geatest enefit from ani-
mated life writing. Writers must think of their wice and lody as &-
tensions of the narratieNconstantly informing hev narrative choic-
es dictate the deliery and design of the inanimate-turreanimate
world of the cartan. Sgcifically, the animate life writer is interest-
ed in how delivering one line of dialogue impacts the way a character
is drawn. For @ample at AA:AA:AA, | mduce two Obig kidsO building
ramps at the lattom of the hill. | mention that my father had warng
me alput the ramps but that | was unable to grasp their significance
For this reason, the accompanying animation illustratesawhildren
harmlessly patting sne piles with their hands. Havever, the anima-
tion design for this scene also informs the pacing of the stOs de-
livery, creating a gap in dialogue to suppt the narrativeOs plot and
comalic timing more effectively. Instead of immédiately proceeding
with the next line of dialogue the viewer is given time to obseve the
scene kfore it is revealal to be an imaginé event as illustratel in
Figure AA. Ultimatelyto craft a cohesig narrative that kenefits from
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audio and imagesaually, writers are concernd with the seeming-

ly symbiotic relationship etween the dialogu®s delsry and its on-
screen demonstration. Just as much as the dialogue crafts the narra-
tive, so des the animation that suppts it.

Furthermoe, in rethinking our lived experiences into something that
must ke designd from a blank canvas, &/become moe attunel to
our emotional connetion with the stoly itself. As | drew my frames,

| regularly thought alout the aspgcts of the stoy that | wanted to
represent on-saeen. Given the time-consuming natw of this medi-
um, | was complled to shae what | caed alout the most. At times,
this manifestel more abstract concepts that | cannot put toonds
such as the implications of my sister lang a kiss to our mortified
father. Again, this did not happn, but it was vital for the audience to
understand that she was a blissfully unaveaaccomplice in my act
of disoledience
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ur digital spaces a reshaping narratie practices. When |

think through graphic narratie theory, and hav the visual-

ity of texts like the graphic memoir a effective storytelling
tools for life writing, | consider the animate videos that | gew up
watching. Due to their inceasel accessibility platforms like
YouTube hawe cultivated communities of stoytellers that engage in
recognizable life writing practices. Forxample while animation is
distinct from static melia, it still appeals to certain characteristics of
comics that warrant our attention. After all, if illustrations make a
text more accessibleand the carton uses illustrations, then sety
the time-basd medium of animatel life writing is worthy of schol-
arly criticism.

This pager introducel the role of animation in curent life writing
trends. Content erators use this mgium to stoty their lived experi-
ences and somdike James Rallison, havfound successdgsause of
it. | proposed then that the elements thatander the graphic memoir
more accessible than traditional autobiography also apply to animat-
ed life writing. For instance as obsered in comics, images in ani-
mation may ke usel to supplement or substitute the written ard to
communicate meaning mereffectively. However, a robust theory of
these animatd practices des not et exist, so in resmpnse my po-
ject theorizes these practices while also putting thigwy theory to
practice reflecting on how the creation of such animationsdth lim-
its and affods nev opportunities for storytellers.

Among other graphic narratie texts, like comics and the graphic
memoir, animatel life writing demonstrates hw visual stowytelling
methads can le effective at sharing lived experiences. This cultural
practice takes the elements of the graphic memoir and travsgs
them onto a timeling imbuing it with life using sound and mee-
ment. In doing sothe authorOs vision is m@accurately pesewed,
offering an account that is mar in line with their perspective. Sgecif-
ically, the liveliness affoded by sound and meement educes the
viewerOs regl to cooperate in the construction of adlievable stoy.
Ultimately, whether static or animate, these narraties of lived ex-
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perience ought to tell their stoy in a manner that lest captues the
ideas and incidents that therepresent. For some writers, axe
basel sccial malia post is enough to shaxrtheir experiences. For oth-
ers, the graphic memoir is their gferred format. And nav, we can
include the liveliness of animat life writing.

| want to express my appeciation to thelmaginationgeam for their
guidance enthusiasm, and suppt in finalizing this article

| am equally grateful for my partneyJesse Thompson, whose insight-
ful feedback, and engagement with myark was endlessly valuable
at all stages of writing and jduction.

Finally, MadisonNwho fell off the tobgganNI hog this makes up
for it.
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A.  This belief has not always €en the caseMore serious autobiographi-
cal works such as Art SpiegelmanQOs graphigeidausinfluenced the
perception of the graphic neel as a valid form of literate
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tal Digital Media from the Uniersity of Waterloo where she studid
at the Critical Malia Lab focusing on Iecative madia, audience stud-
ies and digital stoytelling.

Marion Gruner est une poductrice multimdlia sp£ialis2 dans
la narration de deumentaie depuis plus de vingt-cinq ans. Elle a
Zerit, produit ou rZalisZ des dizaines degpets pour plusieurs diffu-
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dias, littZratue et thdrie de |@ssaiation canadienne de littZrater
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IOUniersitZ Tent (Canada). Il est coditeur du Media Thery Jour-
nal, et ente AAA» et AAAA, il a ZtZ prZsidentAdsdition ca-
nadienne de littZratue comparg (CCLA). Le Dr Synenko travaille
dans la rZgion nZbuleuse eatles mdias et la gdgraphig explorant
les relations ente les villes et la tehnologie les mdias Iccatifs et
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