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Imaginations: Journal of 6ss-Cultural Image Studies /Re dOZtudes
interculturelles de IOimagederstands itself as an academic journal
dedicated to @ross-cultural and interseting epistemological fields
that hawe at their root a determinel focus on the ple and pwer of
the image in contemgprary culture and in cultural communicationsO
(Editors). A an ofen-access, onlingeer-reviewed journal that fol-
lows establishd processes of diting and review, the timelines of
publication do not always do justice to the rapid ebbs ardws of
contemprary visual culture or the sometimes uncomntional for-
mats of engagement with the cultural x¢s of contemprary visual
culture apposite for the practices & ar interestal in. The Elicita-
tionssection of the journal is meant to addrss these epistemological
considerations by complementingggular issues of the journal with
think pieces alout visual culture, reviews, interventions, and other
forms of timely engagements that arineluctably academicet do
not fit into the establishe parameters of journal articlesagd their
publication timelines). W& therefore publish Elicitations on aalling
basis but hae also come toealize that in a landscapof aggega-
tion and multiple distribution of journal issues, not having Elicita-
tions collected into a single issue des not give them the same kind of
lasting visibility and achiving as our egular issues. & ha\e thete-
fore decided to publish annually a catalogue of Elicitations that col-
lect them into a single issue

This catalogue collets Elicitations publishd during YRYU. In OBim-
bos and Bombs: The Bagbheimer Penomenor) Cate Abeander
and Camille Intson engage with the memes, public discussions, and



situated analyses of the simultamis YRYU theatricatlease of tw
blockbusters: Geta GewigO®8arbieand Christopher Nolan@ppen-
heimer Marko Wpkoviy uses visual arguments to challenge Mal-
lo Vitali-RosatiOs canonical critiques of authorship in OIf One Has
the Hoor, Does One Also Ned to Dance?@n Elicitation that itself
elicited a respnse fom Vitali-Rosati, namelyOWho is the \iter?O
Lindsay Feeman draws our attention to a visual geathat is raely

in the spotlight: miniatures. OSmall Elegies for America@l@res,
through a close analysis of thearks of Michael Paul Smith, Thomas
Doyle,and James Casete, how these small-scale artarks mobilize
the nostalgia inheent in the gene to addess the compbaties and
challenges of contengrary American life Finally, in OVide Art and
Collective Memoy in TurkeyO Meve Captan analyzes lotime and
collective memoy are representel in the video art of Ali Kazma,
Halil Altdndek, Erkan ...zgen, and Seza Paker

As a compilation, these Elicitations demonstrate the range and im-
portance of visual cultue in contemmrary media and the ned for
timely interventions and povocations. Vi look forward to receiving
more Elicitations @er the net years.

Editors, Managing. Abter Imagining/ Apres IOimaginer: Imagina-
tionsOlmaginations: Journal of @ss-Cultural Image Studjesl. b,
no. b, De. YRPR,.fp.
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n July Yk, YRYU, a tidal wawf pink and aistentialism
Ocrashad into movie theaters. The simultarwis theatrical e-
lease of tvo highly anticipated blockbustersNGeta Ger-
wigOBarbieand Christopher Nolan@3pgenheimekigenerate un-
precedented post-pandemic bx office sales, cultural commentar

across the plitical spectrum, and, of coursenemes.

Both Barbieand Oppenheimer spawning the prtmanteau OBaem-
heimeiO &ist as stong markers of Wstern cultue and cultural his-
tory; whereas the former is a@stmalern feminist comdy alout an
iconic childrenOs fashion doll, the latter is aobding biopic of the
nuclear physicist khind the Manhattan Ruject. Through fan-made
memes, scial mealia campaigns, and mehandise the OrivalyO le-
tween the two films was commdified by moviegoers, making OBar-
benheimerO a global phenomenon. Juxisgl affectively and aes-
thetically, Barbi€s hygr-femining positively pink aesthetics \ere
jarringly contrasted against the grays and blacks of NolanOs wartime
biographical thriller But instead of Opicking a si@emany maie-go-
ers saw loth films back-to-back. Theargued atout the kest oder to
see them in, desse up in pink, seached out theates with @3 mm
film screening capability and, in short, committe to the full OBar-
benheimerOxperience

As two Oscar-nominaté auteurs, Gewig and Nolan hae both
achieved a cult-like status among theiraspective @nd often dif-
ferently gendeed) audiences. Adiences ag similarly protective of
their esteemal directors, causing sdal media outrage at any pr-



ceived awaids season OsnGbWhereas GewigOs feminist-favard
cinema often featuss transgessie female charactersetbelling
against their estrictive envionments, NolanOs wies facus on in-
trospective male grsonae frameé by unconwentional narrative struc-
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tures, elabrate sgecial effects work, and eplorations of time as an
artificial construct. Gewig began her cager as an actor in numesus
independent films, gaining acclaim tlmugh her Golden Glog-nom-
inated performance inFrances HEYRPY); she has since gdingde-
spread notoriety as a solo filmmakgnotably with her coming-of-age
dramalady Bid (YRP@) and her adaptation of Louisa May AlcottOs
Little Women(YRYR). Nolan, on the other hand, detha ORiloso-
pher of SceenO by Michael Caine iimelyy is widely acclaimd
as a Hollyvood blockbuster-maker and piore of Y-century cine-
ma. His films, includingnception(YRPR)nterstellaYRBPU), and most
recently Tenet(YRYR), arlargely metaphysical andxéstential in na-
tureb
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The OBamnheimerO phenomenon is deiv by the rceived duality
of these diectors and their diffeently gendeed films. GewigOs film
is suffusel with costumes, dance nunebs, omnipesent pinkness,
critiques of patriachy, and elationships letween women: a deid-
edly feminine film. Oppenheimetis a jarring contrast with its seri-
ous tone complex political and temporal terrain, and virtual @ean
of white male actors. At first glangethe contrast letween Barbis
fun and feminine appal andOppenheime®s serious and menacing
marketing aesthetics s to einforce a gendead binary wherein
the former is gerceived as the light, unserious film and the latter as
existential and immrtant. One senior méia analyst descried Bar-



bieas a Oa pink-taculaompO an®ppenheimers a Owighty atomic

bomb dramd) stating that@ppenheimeis going to apeal to a moe

mature demographi@® An otherwise complimentay review stated,

Ol was xcited, in spite of higher ideas ajut myself, to se GewigOs
film.® Many OBarbnheimerO enthusiastecommende sesing Op-

penheimeibefore Barbie comparing it to having dessert afteroyr

meal.

But, ironically enough, despite this playful marketing plpBarbie
and Oppenheimerconwerge in their explorations of istential anx-
iety. In GemwigOs film, a @ffect dayO in Barbieland is distueth by
Steeotypical Barbi®s utterance of the meiconic phrase ODooy
ever think about dying?@These thoughts of death incite a jourgef
self-discoery from Barbieland to theeal worldNyes, that meandt
feet and @asp!) celluliteNas Barbie ultimately swmders her tg-
hood for mortality. Existential concerns also dmévthe plot of Op-
penheimer as the titular charactercharacterize as a Y®-century
Prometheus) grapples with thegitics, implications, and effets of
creating the atomic bmhb The sgctacular sound design of the mie
engrosses the audience with adming sense of drad and death.

Taking their parallels further Cillian MurphyOs Omgmheimer and
Margot Robbi®s Barbie arsimilar figures in their ovn resgective
narratives. Both films highlight the internal andxéstential journeys
of their two titular characters, who & representel as figue-
headsNor gen productsNof their institutions. Things a perhaps
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not so diffelent between MattelOs Barbieland and the Manhattao-Pr
jectOs Los Alamos Laatory, representational diersity aside?Both
protagonists legin their narratives as valuable comnaiies to their
institutes but end up as outcast figas of lesistance at their end. Bar-
bie rebels against Mattel wanting to kep her as an Oid€awhich is
to say a erfect and immortal emblem of steptypical femininity:
an object actad upon, not one that acts. The film ends with Barbie
choosing humanity aer dollhood, with all its joys and messiness, in-
cluding an impomptu trip to the gyneologistNone final challenge
to feelings of embarrassment and discomforband feminizel bod-
ies: In NolanOs film, Ommheimer fevently opposes the deelop-
ment of the hydrogen lbmb, which, along with his past Communist
Party assaiations, esults in his losing his saurity clearancehis ac-
cess to the tehnology he ceated, and his cager as a nuclear physi-
cist. Opgenheimer and Barbie armirror protagonists markd by in-
stitutional, corporate and/or gowernmental transgession.

But what is the place of these narrat¢ of transgession in ppular
culture, esgecially when commadlified by institutions of ppwer? The
billion-dollar Barbiemovie playfully appraises consumerism atery
turn, critiquing MattelOs male-dominatenterprise; et the success
of the film has inspied a successful line of Mattel dolls and an ertir
OMattel Cinematic UnerseO the poject itself a revival plan for a
brand with decreasing evenue® On the flipside, for all its protago-
nistOs transgssionsOppenheimeiis a film painfully entrenchel in
the white male gazeDepicting histories of the bmb has always &en
tricky in the United States, as demonstratdy the Enola Gay xhib-
it.>=s However, there afe significant and toubling choices abut how
history is depictel in this film, including:

¥ Prioritizing OppenheimerOs traumaver the trauma of Japanese
people @s Scottish condian Frankie Bgle has said, ONot only
will America go to your country and kill all your people E theyQOll
come back YRears later and make a mie atout how killing
your people made their soldiers & sadd)



¥ A refusal to discuss or depict the racism and anti-semitism that
would hawe been prominent at the time>y

¥ A strange hyperfixation on Kitty OppenheimerOs alcoholism, and
not the massie alcohol and amphetamine use thaowld hawe
been happening aound herrt

¥ The historically unfounde and appopriative use of a Hindu
holy text during a s& scene0

¥ The choice to depict Ne& Mexico as empty land, ignoring the
forced displacement of N@ Mexicans, mostly Hispanic and In-
digenous moples, who built and wrked in Los Alamos and
who were the first victims of nuclear colonialism and nuclear
weaponsPku

These critical congrsations ae sacrificel for more scenes of Jean
Tatlock (Horence Pugh) languishing nakleor Kitty Oppenheimer
(Emily Blunt) keing a drunken shew, reducing womenOsepresenta-
tion in the film to either the seluctress or the nagging wifeThe cap-
italist appropriation and historical choices of these films cause one
to pause and the/ merit a longer discussion than & can povide

in this review. Are we playing back into the hands of MattelOs con-
sumerism? Ae we participating in the egurgitation of a spgcific
brand of histoy, one which grpetuates and incentivizes the white
male gaze?

At the end of the dayboth films capitalize on nostalgia. Nostalgia en-
abled the hybrid ceation of OBa#mheimerO as a symiof contem-
porary American cultue as much though their opposition as their
commonalities. Gewig adopts a evamped URs aesthetic that feaks
many iconic Mattel outfits and tgs recognizable to any Barbie con-
sumer as well as a custom-built maie set ieminiscent of Golden
Age Hollywood musicals Oppenheime®s opning scenes lean heav-
ily into the aesthetic of Dark &ademia, which bcame particular-
ly popular during the isolation and campus shut-das of COVID.Fu
(If Oppenheimer misoning his pofessorOs applefore fleeing along
dark-wood lined corridors to a leture isnOt Dark éademia, v& donOt
know what is.) As Roblert-Jan Adriaansen argues in their articlexe
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amining the elationship ketween aesthetics and afé, this Ohistor-
ical outlook is pastiche and affeg-driven: rather than ememiering
specific pasts it ceates a blend&image of artifacts, literatug, art,
fashion, and achitectureO (PRU). The aesthetics of these films, though
diametrically opmsel, create a similar affetive feeling of recogni-

tion and nostalgia that fetishizes its sulgisNyet incentivizes its au-
dience to partake in their sgctacle And participate ve did, in our
bright pink ensembles and iconic wartimederas.
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on what can e termal Oapplié ontologyO The puject

seeks to therize the structue of digital spaceNlong as-
sumad to hawe an unstructued, aceanic topgraphyNas instead hav-
ing a specific ontological achitecture. That architecture is, accading
to him, one which inwlves not a choeography, which implies a
mapping of objets in space and so an oppition between space and
objectNbut more properly a choeology, a space which is identical to
the objects @ancingO in it. And it is this dancing of digital space
which opens the pathways of the subje not simply dancing with,
but altering, diecting, leading, gen contolling such a danceln a
different metaphorical kg, equally sewviceable this implies a subjet
which is both a product, an achitecture, but also an achitect: a pro-
ducer or a co-constructor ofligital) space

IVI arcello Vitali-Rosati offers tets of rarely parallela clarity

Why this discussion is imprtant should quickly come to light. What

is revealal in the digital age in a diect and immeliate wayNscacely
developed and raely glimpsel in previous timesNis not the addition

of a separate but interacting orld of immaterial/imaginatie objects
and relations in parallel with the vorld of material objets and e-
lations. Instead, it is ma properly a world which is, in a senseal-
ways its ovn (impossible) insidelt is a world which, apiopos the set-
theoretical paradaes, acts as a set which contains all sets as mem-
bersNcontaining &en the sets which do not contain themsels. This



characterization, lose as it is for the moment, aNes for a passage
away from an ontology of substances and their attributeswerd a
(meta)ontology of substante predication emphasizing plurality and
multiplicity (Vitali-Rosati and LarrueMedia Do Not Exist: Performa-
tivity and Mediating Conjunctues Ubff.).

An illustration will help. For this, think of the motif fom the phe-
nomenal dark comay film, Gaod Bye Lenin!(Becker and Lichten-
berg), which eplores the ionic structure of desie in the commu-
nist GDR. Al Kerner lives with his mother and sister in East Berlin
at the cusp of the collapse of the Unionr&ading in the path of
their politburo luminary mother, Christiane AlexOs sisteAriane, is
a promising e&conomics student at the city unarsity, while Alex is
your random &eryman@ a somehat deadleat seial activist caught
taking an active role in a freedom of the pess potest. The chief
complaint metonymically pesent in this potest, and in the lies of
the main characters, is the inability of the communistygrnment to
provide the fulfilment of its citizens® dess. The iony can ke sen
best with Alex and Ariane who, in their quest for participating in
bringing about a political framework capable of deligring the ob-
jects assoiated with their desire (pblue jeans, prnography new mu-
sic) end up in a situation which stiés their desies far moe than te-
fore. Alex ends up leading a life practically identical to that of his old,
now defunct, life in East Berlin: he is not only hilariously stuck in
a simulation of his former communist oppssion fie must e-create
East Germany in his motherOs apartment, whose heartdsutsta-
ble after a collapse to Ohan@lehe collapse of theepublic she has
interpellated herself in), but also pursues a wiog and highly ener-
gized, yet monogamous bee interest which is at one and the same
time conwentional (he could hae accesstthis selfsameelationship
in the GDR) and at dds with the radicality of his des# (for pornog-
raphy, for a repudiation of these ery norms of conention). In short,
under the nav regime of capital, Ale is robbed of his symimlic ex-
cuse for meiocrity, and ends up further ghind in relation to his Op-
tentialO than bfore. His sister Ariane ends up in theote of a Burg-
er King cashier in full, humiliating costumén clear contrast to the
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upwardly mobile position as €onomics student with a pwerful and
deeply conneted mother in the GDR geernment.

The irony here, to be fully appreciated, must ke sen in its properly
ontological dimension: the desrthey sought to likerate from its ex-
ternal impediment in communist stagnation hassen simultan@usly
both present to them all along andet is now further from fruition.
The structue of their spacein short, is digital in the ery way Vitali-
Rosati claims: the forbidden Oinslef citizensO desin the GDR,
unable to find its complementgrobject in the outside vorld, is re-
located as an &ternalized, unfulfillable demand to enjp accompa-
nied by its impossible fleeting object. It reconfigures their desie
such that, nev, in contrast to the communist opgssion, their desé
is barred from the inside The only way QutO for Ale or Ariane is
now OinO theery sacial-symiolic networks (in capital) that epeat
their desieOs ossification under communism: via substantiatijfma-
tion, the ability to be the pioduct, but nav also pioducer of the very
networks they are emiedded in. The film for its part ends with this
ambition dramatically unfulfillal. Nevertheless, the configuration of
Alex and Arianés smal positioning is consistent with what Vitali-
Rosati calls Othe surface of contaetween the inside and the out-
side) (Vitali-Rosati, The Chiasm as a Virtual: A Non-concept in Mer-
leau-PontyOs ttk (with a Cada on Theate) Yx3).

The present papr will argue that this ontological pictue is almost
just right. This is vital for the discussion of digital spaces and for
the desies it demands, mmises, sustains, and frustratesday. We
have said godbye to Lenin, yes, but not to the OspiritO of Lenin, as
Slawj gi+ek once entertaininglyemarkel (gi+ek, Regating Lenin).
There is indeed, as gi+ek says, a formalNbabt substantieNfeatue
to be recovered here. My thesis then is tvofold. First, that thee is
something wiong with the form of Vitali-RosatiOs case: that the in-
side-outside structu he theorizes is a little t@ heaw on the Oin-
sideO foeclosing a genuinely transcendent subje And seond, that
there is something wong with the content of Vitali-RosatiOs case:
thatNto borrow the immensely &pressie formal schema of LacanOs
DiscoursesNit implies a hysterical s@l-symlic link which fore-



closes the ery transcendence reessay to transfer the subjet from

its role as poduct of digital space into theale of genuine poduc-

er. Vitali-Rosati says his system can get this done; | will argue that
it cannot, but | will do so while accepting his conclusionsali how
the emancipatoy process in the digital conte might look as it de-
velops.

What follows is a discussion in thee parts. The first part is what
follows in this sestion here, namely a goundwork for establishing
theoretical commonalities and substanévouchmints between Vi-
tali-RosatiOsgsition and the one | will sek to defend in the thid
part below. The seond part, which | call the Ofirst mome®tjs my
attempt to reconstruct Vitali-RosatiOs dual thesis, starting with the
masterful OThe Viter is the ArchitectO (Vitali-Rosati, The Wer is
the Architect: Editorialization and the Roduction of Digital Space)
while supplementing these thesis compents with a discussion of
his other, complimentay texts available in English. And thd, in the
Ofinal momer®® | will povide a critique by way of a epositioning
of his case: the coective will take place as a shift &m the @ll too)
immanent subjet available in his writings to a subj capable of ac-
cessing a genuineoOtsided fom which to co-construct digital space
with remaindeRwithout that construction keing tainted with and
swallowed up by the traces of the subjOs psition as puely imma-
nent product of that spaceThe upshot of my critique is not to ques-
tion Vitali-RosatiOs helpful conclusionsoath how to manage digital
space to ensur a radical vision of public domain and ep access
(Vitali-Rosati, On Editorialization: Structuring Space andtAority
in the Digital Age xU-bPRU). | rather question the ability of latsa@zo-
logicalO system to debv these gods root and branch (Vitali-Rosati,
The Writer is the Architect: Editorialization and the Riduction of
Digital Space bUff.). Beothat, two pieces of gpundwork should ke
addressel in the form of shaed presuppmsitions.

P

itali-Rosati puts together an elegant case as to why the vir-
tual ontology he terms OmetaontologyO muswiewed as a
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symbolic system privileging space as its central ontological camp
nent. Space is, in his terms, Oa dynamic strugttirat unfolds like
a melaly played by several different actorsNopleDs actions, in-
frastructures, sgech® with its accompanying ieducible ontologi-
cal multiplicities. This is to ke contraste with the systems privileg-
ing the equivocity or pure incommensurability of time with espect
to space in the Bergsonian keof duration and simultaneity (Vitali-
Rosati, The Witer is the Architect: Editorialization and the Riduc-
tion of Digital Space U). BergsonOs system, ichrwould imply a
vitalist ontology which denies an irducible multiplicity of ontolo-
gies, opting instead for an ontology of the O@nhas uniersalizel
lived experience To shaw this is wrongheadd Vitali-Rosati must
show that space is itself a structerwhich negotiates with and inter-
nalizes time which bakes in time as a constitugvand orational
element, and in so doing wuld short cicuit BergsonOs insistence of
a unified ontological field under the rubric of duration or lied time.
The specific mode Vitali-Rosati emplgs to generate thisesult will
be discusse in the OFirst moment®|aw.

For nav, my point is to claim that this analysis shouldébendorsd
because it is confirmable tlough indegendent argumentatig path-
ways. Take the follaving argument as illustratie. LetOs continue
to victimize Bergson out of Vitali-RosatiOs list of time-privileging
philosophers. And letOs take it for gradtthat Bergson has in mind
to argue that it is time not spacewhich provides the fundamental di-
mension fom which to interpret the subjet (Bergson PRU, YUU). Then
via reductiowe are left with the following challenge: if time is the
privileged dimension fom which to interpret the natue of the sub-
ject and time is eclusively divided between duration (ived time) and
simultaneity €lock time), then it must le askel what the difference
between duration and simultaneity a: If time is the privilegal axis,
then the diffeence should apgal to a categor referring to timeg as
either simultan@us (punctilia) or durational éxtended).

Yet this turns out to entail a dilemma for Bergson: if the diffance
between duration and simultaneity is caskleout in terms of simul-
taneity, then it is space which is inadsrtently and illicitly privi-

legedNsince space wuld be needed to mark the OtwO of simultane-



ity, as in, one and the same timivo places. And the diffance canOt
be cashd out in terms of duration eithersince this t@ ends up priv-
ileging space as the naéating term: duration can negate the dura-
tion-simultaneity opposition only by eternalizing the lived experi-
ence of time §s duration) as a spatialiseOma of time as clk mea-
surement moe proper to simultaneity (Pickstok ORf., Note PRx). But
now we would be right back at the issue of simultaneity rdeating
the difference which we hawe sen it cannot. Thus, it turns out that
it is space that mdiates this diffeence and that time cannot supply
the content of its an minimal difference with itself QOConnor YP).

To put this simply there is an inconsistencydtween dividing a term
exclusively and exhaustiwely (at the same time and in the same way
such that Bergson cannot appl to oth to characterize his funda-
mental ontology Either duration and simultaneity & not exclusive
divisions, in which case theris a thid categoy regulating the po-
duction and diffeentiation of both; or else thg are exclusive but at
the price of not keing exhaustiwe, calling for a meliating term which
is compatible with loth. In either case the anssv is thatspacaes the
left-out term regulating oth duration and simultaneity In this Vi-
tali-Rosati and the prspective of critique hee are in complete align-
ment.

P

lays out the theretical basis for bth the exposition of Vitali-

RosatiOs ontology of the subjeind my subsguent critique It
has keen pointed out in genealogical studies of the term Osuabf
that recognizable philosophical articulations of subjehood focus
on an interplay ketween one or moe of the folloving three thematic
components: that of subjetness, of subgivity, and of subjetion
(Balibar Cassin and Liera PR@R). The interplay alle for a glimpse
into the history of the term and the place Vitali-Rosatidates his no-
tion of subjectivity in his metaontology The first notionNof subjet-
nessNdraws on the Gek aii 066fidd and connets the notion of
the logical subjet (the subjet whose negation is the dicate) with

I need to spell out one final and imprtant commonality which
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the corporeal subjet (the substance whose negation is the accident)
into a continuous ontological amalgam of the subjeas guaranted
correlation between its keing/ existence and its logical mperties,
as a substantie subjet stitched to the predicated subject. The se-
ondNof subjetivityNdraws on the Kantian rereading of the subjet
which reads a corict where hypokeimononsees cmperation, ke-
tween the pedicative and substantial congnents of the term (Bal-
ibar, Cassin and Liera PR3xPf.). This notiorlocates the subjet in
the transcendental, a priori negaty field, deoupling the link he-
tween the subjetOs status as substance and the subje status as
signifier. The third notionNthat of subjetionNextends ketween stra-
ta in the saial hierarchy the corespnding confict within the tran-
scendental subg in the seond sense (BalibaCassin and Libra
PRxU, bRxU). The lack ofdiideen the corpreal subjet and the log-
ical subjet is projected outwards as the lous of s@iocultural and
institutional tension ketween subjet and StateThe subjet here, like
one of earthOs minerals, is fodgim the pressue resulting from the
interplay of these fotes.

This third and final sense touches on th@int between the theoret-
ical commitments ktween Vitali-Rosati and the psition describing
and critiquing his ontology the setions to follov. Both se the sub-
ject in this dual position as poduced and poducer Vitali-RosatiOs
digital metaontology pesents this compledialectical interplay ke-
tween symiwlic to sccial (@nd back) as an ontologicalefitical link
which realizes the negation of thedftian transcendental as the neg-
ative a priori (the OfirstO negation), bringingoabthe self-interset-
ing surface achitecture of the subjet as surface of contactdiween
inside and outside (Vitali-Rosati, The Chiasm as a Virtual: A Non-
concept in Merleau-PontyOovit (with a Coda on Theate) YxU). The
subject, as a OfoldO in this surfacegotiates its bundary position
between keing {ia subjection) a product of the intersetion of so-
cial-symholic surfaces and&ing {via transfeence) a poducer of this
spacetoo (Bruno YRPf.).racing this ot to its branches will k@ the
methadological strategy in the discussion to folo
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Concerning his metaontologyitali-Rosati is clear that the first step
to recognizing the character of spa®s structar is to recognize le-
fore all else thatdigital) spaces structured. He is sgctacularly suc-
cessful in this line of argument. Since the chiasm emerges as the the-
oretical structue mealiating the diffelence letween inside and out-
sideNcharacteristic of any spacafNali-Rosati can motivate the the-
sis that the eternal commnents of a spaceagulating its loundaries
and operationsNOvalues, practiceschaologies, and infrastructe®
(Vitali-Rosati, The Witer is the Architect: Editorialization and the
Production of Digital Space x)Narnot purely external, but shev up

in the internal and private setors of that space as constitugvand
formative featues. ODigital spagehe puts it, Ois aellsstructured
material spac® (Vitali-Rosati, On Editorialization: Structuring Space
and Authority in the Digital Age 9).

Vitali-RosatiOs argument is not @iflar but apppaches this conclu-
sion from empirical obseration. The illustration he cites, sufficient
to prove this part of his casecould not ke more faithful to the experi-
ences of those whose formatvexperiences tok place in the digital
age The inside-outside surface brings thesdtwomORNwhat is some-
how still a euphemism for an activity which has long since cedse
to be exclusively practical there, if it ever was so confindNinto
the shaed space of commee and public interaction (Vitali-Rosati,
Pornspace URxf.). This obsation plays on the same situation with
the desie of the characters of Akeand Ariane (fom Good By
Lenin), how it encounteed a nav Oba® a ne series of internal
prohibitions under capital which were (interpreted as) meely exter-
nal in the commune This internalization of structue is what Vi-
tali-Rosati has in mind in the digital wrld, and rnography is his
graphic kample Itis in pornography whee a privilegel vantage for
the strict and nonnegotiablstructue of digital space is encounted:
pornography far from being a space full of the plasticity of the par
flux is rather a space of rigidly ossifitobjects and elations (Vitali-
Rosati, Pornspace UpY, Ub@).
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This commnent of his case mustdendorsd unequivocally; space
hasa structure. But hav does he get tahe structure?
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We haw already intoduced the chiasm. This is of course Vitali-
RoastiOs angwto the atove question. Havever, the path he takes to
get there has not et been tracel, and it is worth doing so We hawe
already sen from the Ofirst pesuppsitionO atwe that space is the
basic ontological axis oféing. To parse out the sgcific character
of spac®s structe Vitali-Rosati turns to two Greek terms to sup-
ply a differential between alternative choices. These amgiven under
two rubrics of the elationship the form of space has with its oljes,
namely é&fii ( topo9 and éiiéi ( chong. The former signifies topi-
cal location or diffefential position of objects in a grid or mappable
plane The latter is a prformance a festive dance implying ound,
circular motion (Vitali-Rosati, The \Wter is the Architect: Editorial-
ization and the Raduction of Digital Space U).

If both hawe a logic, then the toplogical spaceaccoding to Vitali-
Rosati, is a static space which gven already fully in place when
objects ake introduce into it. The choeologicalspace by contrast,
is not given but Oprduced© a dynamic situation in which objés do
not get introduced but co-construct the space itself. The logic of the
Ofirst pesupmsitionO must & repeatel here. Accoding to how he
has set things upchoreology, but not topology, offers the authentic
space of seond negation, since the opgition between object and
vector in space is undeut in the choeological option alone

I will later wonder whether Vitali-Rosati has tapogy all wrong, but
for now we follow his lead in the dance
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Choreological space is identical to the struciiof the GhiasmO or
of OmetaontologyO asepiously descriled. The mint Vitali-Rosati
has in mind hee is to motivate the idea that toglogy fails to offer
the concepts neded to articulate the co-poduction of space by ob-
jects characterizing not just the digital ageNalthougtest visible



thereNbut also of ontology as such. He is less successful in this
charge but | will leawe that until the Ofinal moment@low.

The point for now is to despen this discussion of the chiasmNthe
OhawO of spaceNto discern itelationship with keingNthe OwhatO of
spaceAnd for this the logic of thechoosis vital, namely that objets
are not given Ot® space and havelations OinO spadeit that space
itself is identical to the surface of dancing olgjis as suchNthat the
relations of objets is itself the space in which theselations play
out. To shift to the metaphorical kein my title, this is to say that, for
choreology, there is no opmsition between dance lobor and dance;
there is only the dancewhich constructs its wn OlfoorQ its an co-
ordinates of unfolding, as thddor in turn helps configue the dance
Vitali-Rosati eplains this in terms of an ireducible multiplicity of
spaces: thedOre principled of the chiasm Ois that Being is always
the result of a meliation process. [This] implies an original multi-
plicity of Beings, and thegfore a multiplicity of ontologiesO (Vitali-
Rosati and LarrugMedia Do Not Exist: Performativity and Mdiating
Conjunctures UU). The chiasm as such is the Onothéiggld® which
traces the surface of dance/ dandedr (Vitali-Rosati, The Chiasm as
a Virtual: A Non-concept in Merleau-PontyOo (with a Coda on
Theatr) Yx0).

The upshot of this depening is to recognize the elationship Vitali-
Rosati ses ketween the chiasm and transcendendeor him, the chi-
asm epresents the space englly enclosd in the inside-outside sur-
face a surface with no depth. The question, though, is not whether
there is something wong with this a zeo-thickness surfacebut
whether, as Samo dmuip wints out, what is to k& done abut Othe
surplus poduced by the manipulationO of this manifold ¢muip,
Psychoanalysis and Antiphilosophy: the case of Jacques Lacan
00).[*U] The idea of surplus hasally teen introduced without be-
ing named. Itis the minimal gap btween something and itself which
is reveald in the passage &m the first negation Which secures an
oppositional pail) and the seond negation, which intoduces a space
which negates the oppsition itself, ogening up a thid option which

is not limited by the mundaries of its compnents: the surplus is
the Oery preconditionO of space @dela PRU)doause it draws the
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boundary between inside and outside itself, is itself @mdayO as
surface of contactNjust as Vitali-Rosati claims it is.[*U]

Notice havever that, for Vitali-RosatiOs chamlogy, this surplus can-
not produce an &ception to the virtual field as he descris it. This

is precisely because this space aady maximally includes as an im-
manent featue the objets and elations which configue its archi-
tecture, and constitutiely excludes any objets or relations which in
principle do not OfitO as synergistic, co-construztieatues of the
dancing manifold. This is why the cheplogical space is Onoey-
resentational) so@nnot ke interpreted using a truth-basd modelO
(Vitali-Rosati, On Editorialization: Structuring Space andtAority

in the Digital Age x). This foeclosure of a truth-principle commits
Vitali-Rosati to the thesis that the virtual field is a space with maxi-
mized sco with no OwindwsQ no limits to its scapand no &cep-
tions to its immanent frame (Falque U@). It is a space that in principle
forecloses the transcendent[*U] and so offers, as | will complain |ater
Ono way oud

Nothing escaps the virtual fold, and nothing gets in. This feclo-
sure is Vitali-RosatiOs thesis concerning the surplus: that it canaot b
an exception, that @erything is Oakady theeO in the manifold, that
one can co-construct the dance butve in principle set oneself as
an exception to it, containing a emnant unaffeted by the chiasmic
flux. Vitali-Rosati thus povides a pictue of ontology as an incon-
sistent and opn space but des so at the gpense of leging able to
make 1oom for counteexamples to his wn proposals concerning the
structure of the virtual.

“<.; R

| spoke of revolution just now. Famously Lenin askkthe question,
243 aedacaa®what des one do?0 or Owhat is ®done?O and got,
from the standpint of history, almost e&actly where he kegan. It is
in fact even a question of whether Lenin was able to implementNor
even envisionNa genuinelyavolutionary economy (Paxton). \& can



thus ask, in the spirit of this inquiy, what is to ke done abut the
minimal difference ketween Lenin and himself: grather moe gen-
erally, help pin davn exactly what is to e done abut what | called
Vitali-RosatiOalmostsatisfactoy ontology:.

The issue at hand, as | sdt, is whether thee is any space of a priori
negativityNany genuine oppsition or authentic disruptionNavail-
able in digital space which can sex as a (transcending)xeeption
to the pure immanence of the chiasm. | think theris, and for that
the following argument is instrumental. Marshall McLuhan famously
offered the distinction etween OhotO anddO maia among oth-
er things meant to classify the pathways of interactioetween the
subject and the nev digital manifolds (McLuhan YY-UP). The differ-
ence is cashe out between high-resolution content which esists
creative and co-constructig input from its viewers due to the fine-
grained information emtedded in the presentation hot)Nand lov-
resolution content which invites eative completion by its vievers
(cold). A Mawel flick is hot; a Dung®ns & Dragons oral narration
game is cold. In the former theris Onothing left to the imaginatiad,
the viewer is purely passie and is forme by the textNand in the
latter there is plenty left to allav the viewer to meaningfully and ac-
tively participate to co-construct the xé

Now what is striking is that the minimal diffeence ketween some-
thing and itself, etween what | said was the diffance ketween a
signifier and its subjet, is something which must & pushel to its
radical limit. To do so will ezentually expose whatOs missingfn the
chiasm. What | mean heris thatin a signifierthere is a minimal dif-
ference letween it as corpreal marking and itself as logical sulge
This difference should b cashe out in terms of McLuhanOs distinc-
tion: a term, say OLenfd,is aelatively hot form of mediaNit is uni-
vocal in meaning, invites little participation, functions in edictable
ways in sentences vekes similar sacial effects in polite coversation,
etc. et any of its compnent letters, say the @ js itself cold, as cold
as can eNthe shag of the markings is deply ambiguous and caned
seen as a sort of visual amptoly.[*U]
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This minimal difference is spctacularly exploited in the internal log-
ic of LacanOs ODiscouf@aghee the saial link structuring a space is
explored (gi+ek, Can One Exit im The Capitalist Discourse With-
out Becoming a Saint? ). Rall hete that spaceas Vitali-Rosati puts
it, includes the entie inside-outside package of olgjs and ela-
tions, the Ovalues, practiceschaologies, and infrastructeO as Vi-
tali-Rosati says. LacanOs Discourses offer aoétof ways in which
this spac®&s syndiic/ theoretical structue produces effets in its so-
cial/ practical ogration. To formalize this, the discourses agal to
a (clockwise) otating matrix of four symtols in the form of an or-
dered quadruple ($a, S5 S7). Notice immeliately that these symabls
are cold in McLuhanOs sense:\ttare deeply ambiguous, featuring
shapes which ae not only complely and amphitolously related to
the concepts thg symholize but also rich in conceptual and imagina-
tive assoiation taken as markings on a surface in themsslv

The symlwls signify the subjet ($), the master-signifier ¢ the
knowledge system (8, and the surplusd). We hawe said what the
$ is, the subjet. And thea is the surplus. §is what can fe callel a

linchpin symtol, guaranteing the @rtificial) completeness and con-
sistency of a system of kneledge Sy. The master-signifierSy, for
a racist like Oswald Sgngler 6ay), is the mystical notion of the
OblodO of a pople, the @pression of istencd [the] life history
of ripening and withering, its dep relation to the ceative acts, the
myths and the cults of the same Culte® (Sengler bRP). OBHO for
Spengler povides (vhat is supwsel to be) a kelief which affects all
other keliefs containd in the system, gt which cannot le affected
retroactively by the network of beliefs available to thexpressie ca-
pacity of that system. The signifier is Omagier

Of course S appears in non-racist systems of thoughtdpeven in

allegedly revolutionary ones; ve will see haw this works with Vitali-
Rosati in a moment.

And the symlnls ae in a matrix of four fixal places, clokwise from
the top-left (the ll-quadrant in a cordinate plane): (P) agent, (Y) oth-
er, (U) loss, (0) truth (Bruno PPUff.). The agent is thit®dpO pair in



an opposition, any opmsition. The truth is the signifier conneting
the agentOs sulsjeas logical subjet) to its correspndence with &-
ternal reality. The other is the agentOs first negation, the ogifional
memter in the ordered pair of (positive claim, negation). The loss is
what is lost, quite literally what cannot le recovered in the schema
and must le forfeited to accept the hypthesis under inestigation.

There are five such discourses; each captara configuration of the
sccial space in a way homologous to the struceuof the symiolic

system impliel in the formalization. Right na, | focus on onethe

Discourse of the Hysteric (DH) (gi+ek, Can One Exidrfr The Capi-
talist Discourse Without Beoming a Saint? UORF.). Let mevrdraw

what the DH looks like and then parse it outBraw it to empha-
size the €oldO ambiguity of the shap and the minimal diffegnce
between the variables and the written ahitecture of their symiwls

themselhes:

The arows indicate the diection of inference how to pass fom
one position to the next in the circulation. LetOs place Vitali-RosatiOs
system into this, what v hawe (because he has) variously catle
metaontology/ choeology/ the chiasm/ the virtual. What will guar-
antee the accuracy of thisgading will be an a steriori fit between
Vitali-RosatiOs system asealdy describd and the outcome hex
Only some hidden infegnces will nav be able to @ made It does
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not matter in which oder | list these in what follovs, since these ar
meant to k& in circulation; the same structa will be made clear if
we follow the patterns suggestkeby the formula.

The agent of Vitali-RosatiOs metaontology is the sttbjenderstad
in its (subjugatel) role as the surface of contacebween saial insti-
tutions and an individualOs OinnerO space of stilhfg. For Vitali-
Rosati this is the agent as sulgfewho is in the unique psition of
co-producing space as ahitect, his positive claim (Vitali-Rosati, The
Writer is the Architect: Editorialization and the Raduction of Digital
Space bx). Itis the sulbjavho is the Oagef,the azhitect, of change

The truth (behind the subjet) for Vitali-Rosati is the factor which

| have not encounteed him mentioning, but fits &actly into his
system whee it ought to: he mentions that it is Deleuze who ab
riginally sees the virtual in its authentic, chiasmic structer(Vitali-
Rosati, The Chiasm as a Virtual: A Non-concept in Merleau-PontyOs
Work (with a Coda on Theate) YxU). Wcan infer then that for Vi-
tali-Rosati, as it is for Deleuzet least in his late priod, is the so-
called Obdy without organsO (Deleuze and Guattari O-pU). dtig b
without organs, as Alenka Zupanpip says, is for Deleuze Oin itself
the real scene of emancipati@h,the pe-symilic object which has
erasel the minimal diffeence petween it and itsel) and has ab-
sorked all surplus into its foam (Zupanpip bP@@f.). This makes sense
of Vitali-RosatiOsgsition: the chiasm is this space of Ono-esap
which structurally guarantes its avn ontological exhaustivity. The
body without organs cannot ha® an eception assoiated with it
because it is itself Byond oppsition, so ®yond negation, and so
beyond exception. This makes sense also of why Vitali-Rosati says
the chiasm is not truth-functional: the édy without organs, as with

the virtual, is keyond all opposition and so is by entailment alsceb
yond the truth-falsity opsition. It is a OtruthO which is no-truth, or
rather, pre-truth.

The other for Vitali-Rosati is the first negation of the agent, which
is the chiasm. Beause the master-signifielS, is positioned here
in DH, this means that the otherNthe space of negation of the chi-
asmNis the symbl which guarantes the chiasmOshaustiveness.



The other hee is the system of privatiz# oppression in the digital
space which makes the sulgjea passie product of the institutional
structuring (Vitali-Rosati, The \iter is the Architect: Editorializa-
tion and the Poduction of Digital Space U). Thisaall, is the nega-
tion of the chiasm only insofar as thedihemoth of privatization ep-
resents a Oshadén the sectrum of public and private space within
the chiasm: Ol ppose that the public and the privategoplacel on a
continuum rather than in a disete opmsition to one anotherO (Vi-
tali-Rosati, On Editorialization: Structuring Space andtAority in
the Digital Age OU). This makes sense not only of Vitali-RosatiOs on-
tology of the pue multiple but also of the notion of bdy without
organs as the Otruth@ond all oppsition as the corespnding Oe-
alityO to the chiasm.

LetOs pause for a moment amdvisualize the formalization by sub-
stituting Vitali-RosatiOs tenets for the variables in DH. This will allo
us to se the final variable Sy, in its position of loss in the chiasmic
ontology. | will replace the variables with short descriptions, written
by hand.[*d] The other markings, such as theaws, ae left out for
clarity:

This allows us to visually pocess the psition of loss in Vitali-
RosatiOs schema. What is in thesjpion of loss in DH is the system of
knowledge itself, or $ Now an implicit inference neds to ke pulled
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out, which is obvious but full of surprises. It is thatNobviouslyNno
individual subject is in possession of thexdaustive, maximal scop
of knowledge containd in any system at least axpressie as those
natural-language systems of kmdedge found in human communi-
ties. §is therefore not a glimpse into what a particular menelp of

a discursive community knavs or can OmveO but rather is an ad-
mission that it is the other who eally knows (Lacan YURff.). This im-
plies, further that there is something Omissing©Orfr the subjet who
knows accoding to Sy, that what is missing is this maximal scepof

knowledge which only the other can kv

Now | want to piggyback on this to make tw claims by way of cri-
tique of Vitali-RosatiOsverall project, at least in the sample of xs
surveyed in this study The first is that | want to motivate the the-
sis that thee is real, authentic, genuine omsition between the sub-
ject and its other Recall that it is opposition, that is negativity as
such which is foeclosel in the chiasm, denig having anything moe
than an appaent presence in the manifold. The send is to int
out that it is right at this juncture where Vitali-RostiOs systemdaks
down. The system of knwledge characterizing digital space is con-
trolled, or at least in the psition to be contwlled, by institutions @s
he admits). And it is these institutions which encourage the passivi-
ty of the subjetNthe continuity between privately avned and pub-
lic domain digitalityNwhich stands in the psition of the other (top-
right) in Vitali-RosatiOs DH configuration. Since it is this inside-out-
side continuum, the chiasm, which stands in thiggtion, it is the
chiasm which is the @herO who knws what the individual sub-
ject cannot. Nav hereQs the rub: if it is the system of kwiedge
Sy, which is lost, then it is pecisely the continuum of privatization/
public domain digital achitecture which is lost, forfeitel, in Vitali-
RosatiOs toey. But insofar as the privatize sphee is a metonymic
part of the continuumNwhich is the oppessiwe factor within the chi-
asmic structue of digital spaceNand it is this system which is OlOst,
then accoding to Vitali-RosatiOswn insights there must e no op-
pression



This is the import of the OhystericalO discourse: that it alters theyv
system of knevledge by poducing a claim to knav the conditions of
oppression and, in so doing, internalizes those conditions of @pr
sion into the \ery subject who seeks to ke liberated from it (Tomuip,
The Capitalist Unconscious: Maand Lacan YRxf.). For Vitali-Rosati,
this means that the chiasm has anticipdt¢he exhaustive nature of
virtual transformation, compsition, and division characterizing dig-
ital space and pvented, ahead of timeany possibility of escap or
exemption or refusal. The subg, for Vitali-Rosati, is one which can
co-construct digital space only &dm a position already radically sub-
jugatedNOpoduced ONby the ery institutions it seeks to changeThe
word OradicalO heis key, since thee is for Vitali-Rosati no emnant
left over in the subjet which resists the status of pduct and so acts
only from and thiough the psition it is placel in by the Opwers that
beO

Notice also fom the first thematic diagram of DH that the aow
from loss des not trawel horizontally to the left to the sition of
truth; the loss is truly lost, forfeite. The arow from the loss is
instead diected diagonally tavard the agent, which OfillsO in the
loss, leing left with the burden of replacing the loss. But herthe
agentNthe subjet, for Vitali-RosatiNfills in the ineistence of op-
pression with its evolutionary activity; only now, the revolution is
transformead (degradel?) into resistance for its wn sake because
there is nothingNliterallyNto revolt against. Thee is, in short, no on-
tological antagonist in this stgr.

An illustration from fiction may help clarify the poblem assoiated
with Vitali-RosatiOs no-escagsolution. Brian MoreOs phenomenal
novella Catholicsfirst published in PO@Yx@ains the cicularity af-
fecting an institution which internalizes its wn space of evolu-
tionary permutation (Mare). In this alternatie future, the Catholic
Church is freshly rebounding after a fourth \atican council which
has seularized the chuch such that that its entie ecclesial, the-
logical, and sacramental life hasedn eliminatel in favour of a se-
ries of formalistic practices of OspiritualityO whichNthe narratin-
dicatesNis peparing the Chuch for its definitive merger with the
institutions of (pantheistic) Buddhism.
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The dilemma facing the traditionalist monks is homologous to the
no-way-out of the chiasm: thg cannot revolt against the (fictional)
Vatican NV changesNhwever objectionable the would really be if
they had keen madeNwithout ceasing toéomemlers of the Catholic
Church, precisely kecause it is the Churh itself which makes those
changes. gainst this, the eturn to traditionalist practice (the Latin
liturgy, the direction the priest faces during divine seices, espus-
ing a OhighO sacramental dhagy, etc.) @en if it is OCatholicO in
some symblic sense homologous to historical practjcgill counts
as abandoning the unirsal chuch. But, accaling to the tradition-
alists, so is staying with them, gen Vatican V. Hence the no way
out.

The main axis of thematic and tloeetical struggle in this
bookNtreated in explicit parallel with the dramatic conlicts un-
folding in the plotNis that even a final stonghold of traditionalist
Catholic practices practiakby monks and their abét (in an inac-
cessible monastgrcalled Muck in the remote Irish isles) is unable to
provide an eception to the system-wide internalization ohistori-
cally) non-Catholic practices into the life of the chah. In the \ery
last frame of the stoy, the ablot, Father OOMailewho has ionical-
ly long since lost his faith in loth the existence of Gd and in the
theological and sacramental authenticity of Catholic practicays
that Opragr is the only miracl& If our words become pragr, Gad
will comeO The rub heris that OOMalecannotpray, because when
he daes, as the narrator informs us, herders null. He vould never
come back. In nullO (Mee bRx).

This must te interpreted as OOMal®s admission of the final and
inescapable immanence characterizing the traditionalissipion at
large: theecstasigstanding-out, escag) of the subjet out of the im-
manent and into Gd (in traditional Catholic datrine of sacramental
participation) is blaked in favour of a metonymic and self-folding
immanence which seures ahead of time the inclusion of all olujes
and relations in its maximal domain (pantheism).[*x] Prayis the
only miracle but one cannot prayso thee are no miracles. And so it
is with Vitali-RosatiOs sulije it can OprayORNpray for a shift of die
goods and sevices to the public domain, for a distribution of @alth



and eyualization of pwer imbalancefor a reconfiguration of finan-
cial incentiwe, for a revolution in institutional practice or for a grass-
roots change in mass pshologyNbut this attempt¢uing OOMalig
will fail to deliver the miracle It cannot act, lecause the Osacramen-
talO gception, the surplus whicheally, truly escas the chiasmic
fold, is foreclosel in the Onulf) neer to come back &m there.

R<6 $' &65' U

With tongue in cheek, | want to piopose a eturn to the male of tra-
ditionalist @atholicO interention: | want to popose a shift to a mde
of discourse capable oécovering the field of negativity of authentic
antagonism, of Omiradf®® do so | will turn to the Discourse of the
Analyst (DA), constructel via a single clokwise turn of each symal.
It places the variable of surplus) into the position of agent. And
it places the variable of the chiasm, into thegition of loss. Hee is
the shift that is needed to correct the immanentization of the sub-
ject under the chiasm, and why & must se the chiasm, as Samo
Tomuip des, as a OfoldO in LacanOs siorple more expressi, and
more explanatorily powerful system (dmuip, Basque Structuralism:
DeleuzeLacan and the Critique of Linguistics PUPA iBwritten out
as follavs:

| read this as follas: the surplus king in the position of agent al-
lows for Othe means of pduction of that which eentually realizes
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this @mancipationOO at thevde of the signifier (Zupanpip P@@f.).
From a Lacanian standpnt this is not achieed via a ody without
organs, lecause this generatksignifier is not keyond oppsition. |
have therefore rendeed it body-without-organs Rather for Lacan,
acting from the standpint of exception (to the system) is the vantage
capable of achigng changeNwhether it is empirically successful at
a given historical moment. The truth this agency generates is the
(ironic) elevation of the eception to the OnormalO life of the insti-
tution itself. On the surface this is a contradiction in terms, but its
logic must ke seen in its sugerposition between Vitali-RosatiOs claim
that digital space is maximally inclusezand the (mutually incompat-
ible) claim that neertheless, thez is an eception to this spaceNthat
is, the subjet who secures a place as e&mnant, a leftwer (Brillaud
YU@ft.).

Notice theke is passage ém the position of truth diagonally to the
position of other This means that it is by means of self-inconsistent
institutions (regulating virtual space) which passes into the sutije
in the position of the other But recall that for Vitali-Rosati, to, it is
the subjet (in itself) who is oppesse, antagonizd by the institu-
tions contmolling digital space which subjugate it and @duce) it. At
any given moment a psitive claim can hag several negations: the
other of the surplus is the subg@ in the DA schema, but the other of
the subjet in itself is its oppessiorf*O] This means that the other in
the DA schema can & traceal to the axis of subjugation and of pr
duction within the subjetNthat the other of the agent of change is
the very aspect of the subjetOs éing which is craftel and designe

by the institutional males of domination.

And notice what is lost: it is the chiasm. This makesgnfect sense
since it is the chiasm which, as evestablishd previously, prevents
the subjet from standing out €c-stasis) of the manifold in the gsi-
tion of genuine &ception.

| think we need to accept this loss with opn arms on ontological
grounds. Markus Gabriel hasxpressel what | hawe callal the loss
of the chiasm in a lasting and memorable way whichaslights the
significance of abandoning it as the ceat account of keing Gabriel



pPO). Consider the famous POYO painting by RenZ Magritehi-
son des Imagellodifying it to express a moe popular past time we
can render that image thus:

Gabriel pints out that the \ery ass@iations and infeences which
compel us to say that npin fact, this is not a cigagtte (ut rather
an image of one) should congpus to say that npin fact, that is not
a sentencebut only an image of on&abrielOsaint is that the im-
age of a cigagtte daes not ceate the ontological ob of a cigaette,
and that this elation must ke admitted for languagetoo: the image
of a sentence neither eates a sentenc@or its meaning, nor its so-
cial effect, nor its speaker For that, we must hae subjets which -
tend keyond the plane of the letterwhich stand in genuine opp-
sition to the text. | therefore want to claim that Vitali-Rosati gets it
exactly backwad: it is the chiasm which is generatkeby the hybrid
space of the virtual field, not vicearsa. Put another wagyl want to
say thatthe opsition is primay, meaning that the fictie standint
which fantasizes atut a space &yond or before opposition (such as
the body without organs or its metonymic pujection in the chiasm)
is itself a Omomen,a fold in the surface of a tofogical field which
is not constraind by that fantasy

To render this mint in the key of my title: if one has the foor then
no, in fact, one des not also ned to danceNthelbor and the dancers
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are given But, | claim, thee is no OmythO[*PR] as&ed with this
given: one must hae somethingfd floor and a dancersayNto hae

a dance; and it is only after this that the virtual ehitecture (re)con-
figures the space as a hybrid, virtual feast. What Vitali-Rosati further
misses in missing this is that the tapogy which he dismisses al-
ready includes the discursévsaial link.[*PP] Vitali-Rosati only ses
one half of this claim, the construction of the empirical by means of
the (theoretical) chiasm. But it is the chiasm which is one of theopr
ucts of this space; it is mer one of its poducers.

Ofirst pesupmsitionO that thez is a constitutie incompati-

bility between claiming echaustivity and eclusivity of divi-
sion when it came to critiquing BergsonOs teored, vitalist ontology
| am suggesting hes, as a closing comment to the pig that Vitali-
Rosati commits this same fallaognly in reverse LetOs call it the Ofal-
lacy of deeompositionO and say that Vitali-Rosati attempts tapide
an exhaustive suldivision of fundamental ontology in the chiasna
inside-outside) while in the same bath maintaining that only that
which is postulated by the chiasm is admissibl¢hat is, that thee is
no exception to this spacerThis is a claim to eclusivity, and nexds to
be markal as central to the failug of this ontology: what is left out
of consideration is ractly what the diffeence ketween the subjet
and the institution isin the chiasm Given Vitali-RosatiOs system,
there is no diffeence and that is why it fails to cave out a space of
ontological pwer for the advancement of the suliiebeyond its sta-
tus as poduct in the virtual.

T o return to an earlier moment of the piee | suggestd in the

I really must emphasize my indeldaess to Vitali-Rosati for thinking
through the subjet of digital emancipation fom the standpint of
the politically subjugatel citizen. All I hawe sought to add is the an-
ic distance which Barbara Cassin so aptlypeesses in the wnic
comment: let opn access havits day let the internet go public, if it
did it would Oall pe] there: free open access for all, links and inse
ationNall except for the algorithm itsel® Cassin Ux). | want to short



circuit this algorithm by proposing an account of the subje as an
ontological refusal to ke mee product and to povide a way out to
bypass the pug immanence which mduces it. But for that | think
the chiasm neds to ke relocated away from its position as hysterical
demand for a n& master and into the psition of just another one of
the fantasies of the sal space
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P. Interestingly, the dZnouement oThe Matrix Resuections(Wachowvs-
ki, Mitchell and Hemon) offers agak into a successful attempt at this
way out. | rather think the attempt isnOt so successful; this argument
is explored in the Ofinal moment@Ibw.

Y. The Otheretical poblematicO canebequivalently put into another set

of terms which will be utilized in what follows. This is the application

of the logic of Hegelian Onegation of negationO to the inside-outside
opposition, or, in the case of the virtuality of the digital wrld, the re-
ality-virtuality opposition. The so-calle Ofirst negationO generates an
epistemological oppsition between the negatd terms, as Oinsigeon

the one hand s what privately happns on our sagens), and Qit-
sided on the otheras what hapens in the public vorld at large con-
taining the sceens and their visvers). Negation taken in its GzndO
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sense €dnsists in the destruction and internal critique of theqposi-
tional form of thought that acurs when negation affets each part of
the [opposition] in turn, thereby critiquing the abstract hypthesis of
their separationO and should thus been in its full ontological import
(David-MZnad bPYRY). What suives this negating of the negation, to
put it squaely, leawes us with the poperly ontological hythesis &-
plaining the natue of the explananda at hand: it is the Ounderlying®
reality supporting the space btween the opwsing terms, consistent
with each individually and able toxplain their difference This is why
space ends upding the privilegal ontological dimension of the -
sent age because it is the categgrwhich surwives the application of
the logic of negation to itself in its seond sense (Vitali-Rosati, The
Writer is the Architect: Editorialization and the Riduction of Digi-
tal Space U). [*U]: It is this surplus which | am contieg with tran-
scendence in the diinary sense of the termNas a featmwhich Otran-
scendsO the limits of thelations that leae it out. Later | will make
clear haw surplus is to & conneted to a genuine QutsideO since | will
descrile systems which&-absorb it into its immanent frameHere |
will say that the surplus is not structued asexceptiofand the sur-
plus which is | will call genuinely transcendent. [*0]: Note Y touches
on this. [*U]: | am getting this languagedm Piere Bruno (Bruno YY).
This work will be my implicit backgound for claiming that the sub-
ject has a emnant which transcends the deadloof the symimlicNor,

in the key here, of the virtual. [*U]: Tying to decipher old handwrit-
ing sometimes fels like a foensics puzzleThis is a moment of this
form of amphikoly | allude ta This will be taken advantage of in the
main text in a moment. [*d]: | also trig not to edit these images:ai-
ative lack of foethought in design, slip ups in scaland messiness in
lettering is kept in my initial attempts at writing. This is also a part
of my methal. [*x]: Notice fom the exkample that it is not a matter of
whether thee is a change taking placeNclearly the Catholic Cbluiis
being changd in MooreDs neel. It is also not a matter of whether the
Opopled ae changing the churhNthat is also made clear in the struc-
ture of the narrative. The example might theefore furnish evidence
for Vitali-RosatiOs thesis. Wever, it is rather that in Catholicsthere
is no other option &cept for Catholicism, and thatOs mgipt: to stay
is to abandon the chugh, and et to go is to abandon the cheh. But
then thereOs no diffemce ketween staying and going: the institutional
church has ceaskto be a domain with definitive specificity such that
one can poperly identify it to rebel against it. And so it is with the chi-
asm, | claim. [*O]: A sgetacular moment in MaxO§rundrisseéouches



on this: OThegal not-capitalis labour® (Max Y@U). [*PR]: | am playing
on the famous Omyth of the gnO her which | claim my account by-
passes. [*bb]: That LacanOs discoursesastructel through empiri-
cal obsevation grants moe credence to the pint, that the saial-sym-
bolic is a system which is itself in sugrposition between the empirical
and the theretical (Bruno bpbU).

IMAGINATIONS ?CO@K @>@B H BF



Q

This text has seeral pre-texts. It is the continuation of a dialogue
between several writings, and its aim is to ty to grasp the signifi-
cance of these writings and of their enunciatofunctions and, abve
all, the relationship ketween them. It will be necessay, first of all, to
give an orerview, or rather a brief schematization, of this netuk of
texts. It would, of coursebe impossible to gie an ehaustive account
of all the textual relationships that veawe the fabric of this discourse
for the cross-eferences, pesupmsitions, souces of inspiration, ep-
etitions, and pastiches artoo numeousNeven if theoretically finite.»

This text chooses a pecise wint as the cente of its analysis and
looks at the emergence of the nebwk from this cente. The cente is

the interactionNor as will be proposel later following the proposal

of another tet (Barad), the intra-actionNétween two texts: The
Writer is the Achitect. Editorialization and the Bdauction of Digital
SpacéVitali-Rosati) (fom nowv on: WA) andIf One has thelBor, dees
One also reel to Dance? dpology Choeology and the Structer of
Digital SpacéVupkoviy) (from now on: OFOD).Y From this centerthe

network will be followed in a group of other texts that are also signd

with the name Macello Vitali-Rosati (fom now on: MVR)Nin part
cited by OFOD

This group of texts will serve hete to try to answer the question:
Owho is the writer?O On this sgcific case: Owho is MVR?0



Q

It is useful to compae the «ercise of this espnse with what is
required in France to obtain an OHabilitation to seipise reseachO
(Habilitation " diriger des echerches or HDR). This diplomaecog-
nizes a eseacherOsaseach experience and enables them to dat
doctoral dissertations @retZ du YU neembre bOx>etatif ~ IOhabili-
tation "~ diriger des lecherchesO). The corsgition of the file required
to obtain the HDR is defing by each uniersity, but normally the file
must contain a doumentNof variable lengthNthat psents the can-
didateDseseach activity, telling a kind of scientific biography of the
candidate’

This scientific biography is a eritable way of poducing the -
seacher themseles. It is a matter of taking a coltgion of scientific
texts, often publishd over a long geriod of time, and trying to assem-
ble them into a coheent unit. This unit will ultimately be the candi-
dateds scientifice@sencg® it will ke OtheeseacherO and their name
A series of often scatted, haid-to-connect activities, the motivation
for which has sometimesden completely contetual and not at all
OneessayO must b consideed as if they were the fruit of a single
coheent intention, with a sue and clear orientation fsm the outset:
the intention of an Author. This scientific biography is thus the pr
duction of this Author: an essence enoldied in a name a signatue.
Here, the writer is the pioduct of theirPwritings. And, in Francethis
writer is necessarily institutionalizd. Their «istence and essence
must ke stampd by the authority of the institution which, in effet,
transmits to a signatug a certain authority in the field of knaledge
production and eseach. OX is a trueeseacherO

This text attempts a similar enterpriseeven if it does not ask for the
stamp of the Fench institution: it tries, flom a series of tets, to pro-
duce MVR. © do sq it has to find a common thead, a cohance a
single guiding main theme in a series of scagdmritings. And, with
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a certain taste fomise en abymehis common thead is the question:
Owho is the writer?0

In short, the answer to the question Owho is the writer?0 éés: the
writer is the result of a set of tets asking the question Owho is the
writer?0

Indeed, it is possible to identify this ecurrent question in tets pub-
lished under the name MVR détween YRRY and YRYU: the ma@ pr
occupation sems to te that of redefining the relationship tetween
inside and outsidgbetween subjet and objet. The elationship ke-
tween writer and writings is paradigmatic in this sense: it raises the
question of who writes, who poduces, who is actie, and who is pas-
sive. Is it the writer who producestheirtexts, or ratherNas the HDROs
scientific biography sems to suggestNarthe texts that produce the
writer?

T

But it is necessay to start from the keginning, and theefore from
the cente chosen byDFODWA. Sq here ar the theses that sam to
emerge fom WANin its interaction with OFO@seading of it:

¥ digital space is agal and habitable space
¥ writing is the material of which digital space is made

¥ digital space bcomes the main living space for whawA often
calls OusONwhat this Ousférs to is pecisely the crux of the
problem

¥ digital space is not gign, but is the esult of production, of writ-
ing

¥ OveO &s writers) can b the potagonists in the poduction of dig-
ital space

Yet these theses arput at the sevice of a ned that s&ems to immse
itself right from the start ofWA: if it is possible to write digital space
this would enable OusOresistagainst spaces OgivO or impsel by



the big digital corrations (the GARMs, even though this aconym
is not usel in WA).

In WAOs wrds:
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OFODnotes a paradoin WAOs argument: if space is the fruit of the
writerOs prductionNor put another way using concepts @sent in
other texts, if space is the chiasmaticesult of a contact btween out-
side and insidebetween object and subjetNthen against what could
the writer resist2WAOs thesisould be hysterical, for it ppposes that
the subjet resist something of which it is itself the origin. The sub-
ject produces the space against which, ind&r to express its subje-
tivity , it tries to resist.

HenceOFOMs title: either theris a AborO something gan, obje-
tive, before which something elsea(subje&t?) can esistNbut in this
case the subjeOs action (the dance) cannot coguce this gien
OthingONor this something is not giv; it is co-poduced, but then
there is nothing against which toesist.

_ ) Q
OFODis right. For it puts its finger on what sems impssible to say

and whatWA effectively fails to say: the fact that the te polesNsub-
ject and objet, writer and writing, dance and lborNare not two
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poles. Or letter: the two polesare not In the stiongest ontological
sensethe two poles hae no essencehey are not two Othing&

Hence the ecurring question: who is the writer? This question is
now revealal in all its ontological significancelt is a question abut
essencgeor, even mote precisely, it is a question abut Being. What
matters in the question Owho is the writerO iggisely the OB, the
verb to be. The question is ultimately a fundamental metaphysical
one: what is Being?

The constant that can link the various x¢s in the network thus be-
comes an ontological constant. Thexts in question, a®OFODpre-
cisely grasps, a@rtexts that attempt to bring out a Ometaontold@y

T

The proposition of metaontologyNpesent in sgeral texts of the net-
work consideed here, since YRRNIis the key to answering the ques-
tion Owho is the writer?0 Metaontology is an ontology that assumes
a multiplicity of multiple-Being that ae always folding dynamics.
Being is always multiple-Being. And these multiple-Beingearever
stable essences, but the intra-actitvetween forces.

In short, hee ale the main theses which structermetaontology:

¥ Metaontology is an ontologyAs such, it ppposes an ontological
approach to the vorld. It aims to deelop a discourse on Being it-
self.

¥ Metaontology is baston an irreducible and originay multiplic-
ity and it considers this multiplicity as an originarcharacteristic
of Being. The topic of metaontology is multiple-Being.

¥ Metaontology is an ontology of ndiation. It considers méiation
as the formal structue of thinking and it considers Being as in-
separable fom thinking. Multiple-Being ae thus originally me-
diated.

¥ Metaontology considers ntiation and thinking always as in-
scribed material forms. This inscription is ghuman: thinking,



accoding to metaontology should not e consideed a human
action.

¥ Metaontology is one ontology among other ontologies. It is not
a super ontology It is a metaontology bcause it allovs the find-
ing of relationship ketween different ontologies, but it des not
reduce them to a unique final metasystem.

¥ Metaontology deelops formal logic systems to eate elation-
ships ketween different ontologies without educing one to the
other.

U

In a YRRU x¢ (Vitali-Rosati,Riflessionk this idea was pesentel us-
ing the notion of Oplanes okflectionO A plane of eflection is a
fold of Being that manifests itself as such. In othepwds, eflection,
meaning, and thought a not the pooduction of a subjet. Thele is no
subject with an intention that manifests itself in eflection. Meaning
is the emergence of a multiple-Being. And tleeis not something like
an Oimmeiate BeingO which auld be given and then QaceivedO
Osen( or eflected by a subjet: Being is always a multiple-Being, al-
ready eflected, already foldel. The larity object/subject is reduced
to the original multiple unity of multiple-Being.

To name this folding of Being, seeral notions can b mobilizel. One
is that of chiasm: Instead of two poles interacting, thee is first and
foremost the entanglemenbf these two poles. Instead of a subje
looking at an objet, thereOs a chiasmatic blend of sulijand objet,
exterior and interior

This is what WA is trying to say by using the idea of Ove

mentONparticularly in the final sgion, which calls on \dlZry.

ThereOs no such thing as a stabiiked essenceThere are only dy-

namics, meements; gerything is virtual, the actual is arapres-coup
of the virtualrs

But OFODis right to point out the inadejuacy of such an argument.
A chiasm neessarily always efers to the pe-existence of what is
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encounteed in the chiasm. The chiasm folles the destiny of all
antidualisticthought: it ends up admitting a pr-existing polarity for
the simple eason that it is unable to adgiately name the alternate
to this polarity.

It is a limit that seems to e constitutive of languageNor at least of
philosophical languager

Q

WA tries to go keyond the inside/outside opgsition, and in the tet,

in fact, there is never any mention of a OsulgigO The term is -

posel in OFOMseading ofWA. This interpretation is not really abu-
sive, asWA is not really able to go byond the opmsition between

inside and outsideThe oppmsition is reproposed, and typically im-
posal in the pronoun OwO which ends up in omgsition to space
There is a space and a writer who writes MVAOs wiblem is a tou-

ble expressing the fact that the te poles, inside and outsidespace
and those who inhabit it, writing and the writgrare not Othing®), ae

not @ssence®. Thesegies ae not the starting wint, but the result
of their intra-actions.

The path poposeal by Louise MerzeauNwith the notion okhoros
which should eplace that oftopos\goes in the same daction and
suffers flom the same pwblem: the space ddhorosis certainly chias-
matic, but this chiasm continues tcefer to an actor who dances, an
active subjet who faces a place (thel@drO a©DFODputs it) where
they dance

The theory of editorialization, as articulatd by Vitali-Rosati (OWhat
is Editorialization?O0n Editorializatiol, points to this problem.
While Merzeau clearly asserts the e for human intentionality
to produce meaningNthe dancing sulgig\Vitali-Rosati, on the con-
trary, attempts to affirm the emergence of meaning without inten-
tionality, and alove all without human intentionality The opmsi-
tion to be awided, in the field of elitorialization theory, is emimdied



particularly in the Oman vsnachine ples. On the one hand, ther
would be a human king endaved with intentionality, who can po-
duce meaning, and on the othesomething passi& and gien, the
machine which dees not poduce meaning. On the contrgy Vitali-
Rosati (OWhat is EditorializationOn Editorializatioh asserts that
meaning is the esult of a series of dynamicsdm which emergeas
after-effects, the mles of opmsition. In other words, the notions of
human keing and machine do not g-exist intra-action. This think-
ing, which emergd in the YRPRs, is obviouslyen more topical
in the LLM era. Vitali-Rosati (YRYP) insists on thisnp, explicitly
proposing the idea of a meaning that comasfore the human ing.

In this sensethe theory of editorialization is neither a form of teh-
nological determinisn®ynor a reclamation of human feedom in the
use of teehnical envionments. Beause accoding to editorialization
theory, there is neither tehnology nor human kings, the ery con-
cepts of OthnologyO and OhumaeibgO a the result of a series of
intra-actions, not the tw poles of an interaction.

The most ecent definition of the concept of ditorialization is con-
sistent with this apppach, and stems ém a critique of pevious de-
finitions,rbwhich remainal fundamentally essentialist:
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This is why OFODs assertion that: OThe agent of metaontology is the
subjectO is falseThe \ery idea of metaontology is that theris no
subject: multiple-Being ae always meiated. These mdiations ae

the very structure of multiple-Being themseks. Thee is no place

for an inside/outside structug, because thee is not such a separa-
tion. The chiasm comesdfore. Being is the chiasm which consists in

a multiplicity of multiple-Being.

And again,OFODaffirms: ©ne must hae somethingNatbor and a
dancer sayNto hae a dance; and it is only after this that the virtual
architecture (re)configues the space as a hybrid, virtual fe&sThe
approach of metaontology is to claim that theris never Osomething.
The OsomethingO is always tasult of an intra-action.

A T

To better understand the idea of metaontologyis time to introduce

a pretext that is, in fact, a pst-text from a chionological wint of
view. The notion of metaontology was first sketcteout in Vitali-
Rosati Riflessiongin YRRU. But it plagiarizes, by anticipation (Ba-
yard) Karen BaradOWleeting the Unierse Halfway(MUHW). This
book expresses and»@lains in the most convincing way the idea
of a realistic, anti-essentialist ontologyAn ontology in which thee
are not things, but pocesses and intra-actions. Basen Niels BohrOs
philosophy-physics, this ok demonstrates that Othings@ atways
the result of intra-actions. The term is coigkin an attempt to awvid
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falling into what the idea of OinteractionOggupmses: for thee to
be an interaction, thee must first ke the Othings@tween which this
interaction will take place In the case of intra-actions, this is not the
case Intra-actions come first. Things arprecisely the esult of intra-
actions, not the other way aund. The materiality of intra-actions
guarantes the ealism of the ontologywhich is in no way construc-
tivist: there is indeed the real, except that this eal is not made up of
essences, but of actions. This is thfare an OagentiakalismO

If there are no things, the aim of an ontological analysis is no longer
to identify essences, but to understandwdooundaries emerge fgr
cisely by ceating identification effets, or in other words, by making
OthingsO emerge

In this senseaccoding to MUHW, there are no such things as human
beings. The human is not an essend@ad so thee can & no opp-
sition between humans and machinesNfoxampleNor humans and
space or humans and digital infrastructies. MUHW affirms: OMy
posthumanist account calls into question the g@iness of the differ-
ential categories of human and nonhumarxanining the practices
through which these diffegntial boundaries ae stabilizel and desta-
bilizedO (UU).

Q U

Now, from a theoretical frameavork of this kind, it is possible to eaf-
firm WAOs @int in another way

There is, in fact, no diffeence ontologically btween subjet and ob-

ject, inside and outsidedance andlbor. The idea is to ty to under-
stand hav and why boundaries emerge to identify and diffentiate
things @nd so also OsulsisO and OspacesO). Some chiasmatic intra-
action can ke analyze as poducing, saya ©ollectiveO and a Op-

erO or a OhumanO and a Omaghorea dancer and 4obr. Why are

the boundaries stabilize in order to produce a subjet and a space?
What are the intra-actions to lok at in order to be able to poduce
these two poles?
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It would be possible to achiee in another way whatMUHW calls the
agential cut, the cut that chases some particular intra-actions in or-
der to isolate them and establistobndaries. With another agential
cut, instead of adyital spac® and a Osubj® thee would be, for ex-
ample communities, such as thede softwae community This com-
munity is made up of a set of practices, intsts, values, discourse
codeE The notions of human and machinén this caseare less ele-
vant to the analysis.

It is therefore necessay to examine the ways in which bundaries
emerge so that something stabilizes itself as a OtHiVJ#A proposes
the case study of the fns-Canada Highwayin this caseattention
needs to ke paid to the intra-actions that cause the highway to sta-
bilize as an infrastructue with some characteristics, and afson
crossing it to lecome a user with some other characteristics. A cer-
tain type of agential cut vould make the highway lok like a use-
ful and efficient infrastructue, designe to speed up the transprt

of goods. This infrastructue has as its counterpart a userNthe hu-
manNwho is characteriz# as having poduction as their primay
goal. The user quickly asses the highway to get & m point A to
point B as efficiently as pssible The human and the infrastructer
that emerge hez hawe definite essences, but these essencestlae
result, not the starting pint, of intra-actions.

In the transcanbUxeerience there is no longer a highway and
highway users, but a series of diffent, hetengen@us inhabitable
spaces: those descdth by literary works, those photograpte those
imagined E and on the other sidereaders rather than OtrallersO or
Ouser®.

WAOQs gintNat least as this tet is interpreted hereNis not to affirm
the freedom of a subjet, but to lay the foundations for an analysis
of the emergence of meaning in which the subjas not only not a
protagonist, but also not an actor at all.

Sq OFOLxlaims: if thee is no diffeence ketween inside and outside
itis impossible to affirm the feedom of the subjet. Yes, ok, so do not
affirm it; just forget alout the subjet.



Who is the writer then? And who is MVR?

The writer is also the esult of intra-actions. It is neither the & ac-
tor whoNby dancingNpoduces the space/oljein front of it, nor
the automatondwhose gestues ae determinel by a technological
environment. It could le both, or something else ently, depending
on the agential cut, on he the boundaries emerge

There is no such thing as MVR. MVR is not a thing, it is not an
essenceWhat is intelesting plitically and institutionally is to ques-
tion how boundaries that isolate define and cicumscrite MVR
emerge how they stabilize and hw they destabilize

This insight and analysis isgrhaps at the heart of the activity of phi-
losophy
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P.  Some of them a cited in the text, some in the bibliographysome stay
implicit, some of them a actually unknavn, eg., the set of tts on
which DeeplOs language mel, which plays aole in the emergence of
this text, has leen trained.

Y. ltisimportant to underline that this center hasden chosen byDFOD
which is not a tet signed by MVR. The center is thusceentric, in
some ways, as the follang pages a& going to shuv.

U. Wikipedia (OHabilitation ~ diriger desecherchesO) talks abt Oune bi-
ographie @ppelZe aussi @go-histoie E, daument faisant la synthese
de 1QactivitZ scientifique des candidés)a biographglgéo knavn as
an@go-histoyO a doument summarizing the candidafes scientific ac-
tivity )O The notion ofe@o-histoyO sems \ery appropriate hee: this
history is, in fact, the ery production of the egpof the subjet.

U. And the possessig adj&tive comes to son here, because theeds no
OtheirOdfore the tets.
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The notion of GhiasmO comesdim Merleau-Ponty I(e visiblg and is
central for Vitali-Rosati Corps f gaements and other

The first formulation is in Vitali-RosatiRiflessiong
Below, this concept will le ketter explained.
See footnote alove.

It is an interesting term. In Fench, Leinas (Totalit?) Nwhich is the

pretext of Vitali-Rosati RiflessiongNusel the word Ointrigu® that
could ke translatel with the English @ntanglemen© This wrd is the

one useé in quantum physics and the concept is at thery founda-

tion of Barad, which, as it will e shavn below, becomes central in the
argumentation of moe recent texts of the netvork analyze here.

The notion of the virtual is eplored in several texts (Vitali-Rosati
Corps @wuteurO) that establish a dialogue with othergpexts (Mer-
leau-PontyPhZnomZnologi®eleuze; BergsobnOwblution).

Ce sujet des limites du langage est ici envisagZ dans la continuitZ du
dialogue autour des tdes de L¥inas, cf.en particulier Derrida; Ld-
inas (OEn ce momentO); Riciur

The ideas poposel by Kittler (Discourse Netwkg can ke interpreted

as a form of tehnological determinism, écause thee is a clear op-
position between the intentionality of a human bingRiwho wants to
write somethingNand the determination of agwritten machine

Expecially Vitali-Rosati (OMais 0°0).

The idea of automaton is pposed by Matteo Treleani.
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Miniatures ogn us up to childhod
memories, dagreaming, and nostal-
gia, but they can also alert us to the
dangers and disagpntments of our
times. Many contemerary artists
are utilizing small-scale artwrks to
represent difficult truths of contem-
porary American life such as alien-
ation, disenchantment, gcarious
housing, and eonomic inseurity
writ large. In this essayfocusing on
the artists Michael Paul Smith,
Thomas Dolg, and James Casele,
the imaginations that encile
homes, neighbrhoods, and small
towns are complicate through
utopian and dystopian art \wrks
that draw attention to past attach-
ments to the futue and the ned for
large changes na.

Les miniatues nous ouvent aux soue-
nirs d@nfance "~ la reverie et " la nostal-
gie, mais elles puwvent aussi nous alerter
sur les dangers et les d&ptions de note
Zmque De nombeux artistes contemp-
rains utilisent des Tuvres dOart " gtite
Zchelle pur reprZsenter des vZritZs diffi-
ciles de la vie amZricaine contemiaine,
telles que IQaliZnation, le dZsenchante-
ment, le logement préaire et |QingiritZ
Zconomique au sens larg®ans cet essai,
axZ sur les artistes Michael Paul Smith,
Thomas Dol et James Caselg, les ima-
ginations qui entouent les maisons, les
quartiers et les ptites villes sont compli-
quzes par des luvres dOart utopiques et
dystopiques qui attient IQattention sur les
attachements passZs au futur et lesoin
pour de grands changements maintenant.

hen we were children, we were also accidental game-
ters. The genesis of our spatial training camein the
first places ve lived. In The Petics of SpaceGaston
Bachelad writes that our childhad homes ae Ophysically inscriglO



in us” In geometry, to speak of inscrited shapes means that thefit
snugly in other shaps. Bachelal goes on to shav how the process
doesnOt stop whenavmove out of these homes, but insteadeviake
these impessions with us as long asenive. As we dwelled in those
homes, thg dwell in us.

When we move through the world, we exscribe the habits ve honel
in our first homes on each other and on theasld. This all gaes quite
smaothly if our childhoods were seure, if cultures emaineal stable
and if sacial worlds tumbled out gently from one generation to the
next, but for most of us living in the tventy-first century, the mutual
dwellingsNthe homes inside us and the homeg \ive inside (if we
are so luckyNhave become achitecturally, emotionally and saially
incompatible We question their ery foundations. Hev can we con-
front the enormity of this?

One way to kegin to grasp the cumnt state of destabilization of
American life especially in terms of housing, is though thinking
with miniatures. As Jack Day and Charlotte Dixon write in OWhat
Makes A Miniatue?Qa miniature that Oesembles a particular thing
can simultaneusly ke a representation of something elssomething
less tangibl€J In this essay! think with miniatures to get to the com-
plex feelings of stess, distess, and disappntment held by a large
swath of contemprary Americans unable to find consistent hous-
ing and supprtive communities. Inside this swirl of mixdeemotions
there ar elegiac felingsNsorows of perceived lost chances, sadness
at sacial connestions that slipged away, and the sense that something
beautiful that was just out ofgach is nav gone

Susan Sontag writes that €lbg a spectator of calamities E is a quin-
tessentially malern experienced And while this is certainly true
making sense of these calamities is not so easySontag shes in
Regading the Pain of Other&ier ook exploring representations of
atrocity. When a cataswphe is sen firsthand, the scale of thevent
can ke had to take in; when it hapgns slavly over time, such as the
erosion of the chance at a @ual life that includes housing stability
it can be hader still to contemplate When disasters a& brought to
our attention through texts, photographs, or films, it caneodifficult
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to feel the immensity of the lossesyen if they register on a factu-
al level. More than an gercise in mopse mini-mimesis, miniatugs
that draw attention to the housing crisis and loneliness of this partic-
ular moment can help us to think though hav we got hee through
triggering emotions, memories, and affis that we can then legin to
decipher and critically assess.

As | hawe written elsavhere, Owhen the gigantic E tieatens to wer-
whelm us completelywe turn to miniature® Miniatures enhance
our ability to take in information, making things that might & too
overpowering when periencel through other melia, such as dou-
mentary photography or vid®, more intelligible. Small-scale naels
force us to l@k closely and at the same timehey can allav us to do
so without the guilty feslings of voyeurism that can sometimes come
with photography or film. As Susan Steart writes: Othe miniatue
becomes a stage on whichewproject, by means of assmation or in-
tertextuality, a deliterately framel series ofactiongY Through their
affective infrastructures, miniatues of catastwphe and lonely end-
ings sewe as eminders of the ways in which w can & harmel by
individuals or institutions and ha we can fall out of intimacy and
scciality, but they can also help us toememler the ways in which
we ar implicatal in the hurt and cae of and for others.

Miniatures hold our attention though a eplication of cultural ar-
chitectures and gestwes made small, which arprocessd through

the imagination, memaoy, contemprary technologies, and smal re-

lations. Miniature worlds draw us closeAnd by bringing us Qi
they bring us into immaediate contact with parts of our interiority
that are lit up by the encounterwhere Ovaluesdoome condensek
and enrichel® As John Mack writes iThe At of Small ThingsOThe
processes of @ating small things a& not simply teehnologies for
reducing scale but also imply a caspnding exaggeration of con-
tent® Miniatures, ceatel through minifying processes, havmagni-

fying capabilities.

In this essay | think with miniatue artworks from three contem-
porary artists: Michael Paul Smith, Thomas Be, and James Case-
bere. All three work with similar motifs, including: houses, neigh-



bourhoods, nuclear families, small wens, suburbs, and swimming
pools, with atmosphees that eude loneliness, nostalgia, anésig-
nation. Although each artist des this in his avn way, all three de-
pict small, elegiac ahitectures infusel with the expired dreams of
progress held by past generations, whiclbdome lagred on the pe-
sent-day nightmaes of &ological, onomic, and domestic insea-
rity. What we se in the work of artists such as Smith, Bite, and
Caselere ar the exposal beams of geed and grief at the heart of
the contemprary American housing crisis and the ongoing failer
of the United States to povide stable goundingNkoth material and
emotionalNfor the majority of its citizens. At the heart of this crisis,
is a failue to understand that times hawhangd.

itious town of Elgin Park, a deamy place set in the American

Midwest in the mid-twentieth centuy. Elgin Park gists as an
immense colletion of forced perspective photographs stage by
placing diecast malel cars and handcraftearchitectural miniatures
in the real-life spaces of WinchesteMassachusetts. In the images
from SmithOs imaginatown, fragments of a posperous America
are layered with some of the darker ambiguities of the ageor -
ample in one photograph, theOs a handsome d#oned red and
cream station wagon at the A&P on double coupday, an illustra-
tion of AmericansO V@ of a deal, suprmarkets, and abundancén
another image we se a sihery-blue El Camino with white-walle
tires parke jauntily in front of the Sugrette, promising style along
with groceries, sped, and conenience Another photograph fea-
tures a ty store at night after closing, its bright banners offering a
colourful contrast to the gray and empty stet. The shop is full of
eye-catching items, including a gster of a tiger on a pink back-
ground, a candy-ed truck, and &en a seaplane suspdel from the
ceiling, but what causes me to pause is a Riobio doll in the corner
of the window. Pinacchio, much like Elgin Park itself, gies off the
appearance of a tg about to spring to life at any moment. The most
foreboding photograph, to mein the entire series eveals a mysteri-

Pr over twenty-five years, Michael Paul Smith eated the fic-
i
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ous reseach building at the elge of tavn, where | can imagine all
kinds of seret experiments conductd by men with serious glasses
and austee haircuts draped in white coats. The images that make
up the town highlight particular dreams and material dess intrin-
sic to many twentieth-centuly Americans; thg are scenes of near-
fulfillment for a predominantly white middle and uppr-middle class
world with the nuclear family at its coe, but they leawe a space for
something still wanting, which makes them mesmerizing.

This wanting is similar to Othe desito animat® that Steart identi-
fies when writing atout toys, whee Othe desiris not simply to knav
everything but also to experience eerything simultaneuslyO It is
a desie for possibility, mayke for a diffelent life, or mayte for just
more of the life suggestin the scenesNa Pirazhio who des ke-
come a eal oy, triple coupns, &tra superette, longer fins on yur
shiny automobile



Every photo of Elgin Park ceates a tender and slightly unsettling
microclimate of yesteyear in P:YU scal&he combination of atmos-
phere, artifice, and rality create an illusion that fels lived in, some-
how real, een though we know these ae fabrications. Smith is
proud of the fact that he desnOt use photoshop or other digital ma-
nipulation software. Instead, he psitions his malels in such a way
that the atmospheg appears natural, and then he takes photographs
with a simple two-hundred-dollar point-and-shat camera. Smith
was not formally trainal as an artist or photographebut he has a
unique and varid employment histoly, and as a esult, a wide va-
riety of skills, which he brings to his art. He hasavked as an ar-
chitectural madel-builder illustrator, postal worker, wallpaper hang-
er, and museum display designe®mith is a talentd craftsman, but
he also has an uncanny ability to eate ambiance of bygone days.
His photographs hag a consistent mod where the not-quite-e-

al pastNminiaturizelNis weirdly representatie of the feeling of a
childhood that both was and wasnOt part of American histoThis is
memory work for memories that donOt quiteosk. His photographs
create the backaip for an alternate histoy, where America could b

a place god enough to ke nostalgic for

With Elgin Park, Smith inented a whole worldNone that sems to
expand as son as ve enter it, then to close us within its spher
He refers to this oning and eneloping quality as Ospkines<y
This spokiness is a particularlavour of the uncanny that is po-
ducdal through interaction with miniatue things. The feling can ke
eerie, like in Elgin Park whee you become transfixe by the sen-
sation of a tempral stretchiness, as if gu are looking at vanishel
time. With this diminutive town, Smith ceates Oa past that cae b
all the more sgellbinding® lecause as \alter Benjamin writes, Oit is
not his own, not private Nevertheless, it alwaysamains the time of
a childhood 3" It matters that the childhod Smith wishes to fash-
ion is a childhood, and not a completeaplica of his avn, even if his
past undeniably prmeates Elgin Park. Smith gw up in the POURs
in Sewickley, Pennsylvania, a s&-mill town just north of Pitts-
burgh, lordering the Ohio Rier. Sevickley comes aarss as the er-
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fect town to miniaturize, measuring just one squarmile Its small-
ness ceates the illusion of knwability and containment.

The landscap of SmithOsoyth is at the heart of his wrk and pro-
vides oth a historical eferent and an emotional tether for Elgin
Park” The childhad he taps into is a dzamworld of small-tovn
America steped in victory culture following World War 111t is a
place of seurity, inventiveness, and material @alth for normative
white Americans longing for ugvard sacial mobility. As Smith de-
fines the era: OThe URs and URs had a senseeflmy them. ele-
vision had come in, n& cars came outery year and geryone avid-
ly looked at science fiction hoping to get a glimpse of what the fugur
would ke like. The future was tangibleand it just made it verthwhile
getting up in the morning to se what was going to come dun the
pipe next. It was an amazing tim&" This spirit of American opti-
mism colours the magic geggraphy of Elgin Park, but shades of lone-
liness and appghension sep through as vell. Today, the future no
longer feels so optimistic or hopful for most of us, as it did for Smith
in his youth, and of course for many Americans, the Urit&tates
never elicited this kind of promise In our times marke by ecolog-
ical crisis, litical division, and the ongoing C®ID-PO global pan-
demic, itOs hdrto be excited atout what is Ogoing to come dm the
pipe nextO Will it ke a nev form of acid rain? A neer-sen-before
dangeous flu? Another crime committd by a piesident? Another
murder of a Black citizen? Ma& misogynist legislation? For me¢he
separation letween present-day America and SmithOs quainéhii-
eth-centuly scenes saturates them in an anxious radiance

SmithOswen upbringing had its shae of darkness mixe in with the
comforts of gowing up in what has teen callel the @merican Cen-
turyO He was bullg for being gay and thee was a histoy of vio-
lence in his family that includd murder and mutilation?“Although
the details vere never clear there were missing family memérs and
hints of foul play. As part of his malel-making practice Smith built
the house he ggw up in, a process he descrédal as a kind of ther-
apy.”“The small ersion of his oyhood home addd an element of
realism into the mythological space of Elgin Park. Theplica tmk



longer to make than many of his other eations lecause he wnt
deeper into the interior than he normally des. Smith madeery
effort to reproduce as faithfully as pssible the contours and quirks
of the spaceHe took care with the details, such as tracking dm
the exact shades of pink and graydral wallpaper that had adornd
the walls, in oder to reproduce them in miniatue for his malel. He
also painstakingly slice faux-wood contact pagr with an X-Acto
knife to mimic the wood-grained linoleum that his paents put davn
over the original pine plank foors, which had leen painted in a deep
burgundy”"Sparing no detail, hexeen caefully affixed the original
house numler OYUOO to the fasade

SmithOs attempt atawking through memoy with a model of his
childhood home and Elgin Park mae generally resonates with the
Italian artist Alice PasquiniOs sculpguof an abandong dollhouse
which she ses as an enactment of the pdyoanalyst Donald Win-
nicottOs theries of play creativity, and transitional spaces. Pasquini
descrites her deserié dollhouse as amemple of the fact Othat time
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does not change [us] and that the ehitecture we built as childen
are the same ones inhabit as adult€i’For Bachelat, it is not on-
ly our dollhouses, but our first homes, thatevalways live inside s
they live in us). In a mditation on the spaces of our early adesses,
he writes: OThe & of the tiniest latch hasemainel in our hand<)”
All those latches, dors, and boms of our first homes a intrinsic
to the formation of our habits and haptics. Those spacexkvwon us
our whole lives, like the language of ourouth, where instead of sen-
tences, ve translate all the spacesaxencounter back to this first way
of knowing and feeling our kodies in space

To visit Elgin Park is to &perience what Feud callel Othe factor of
the repetition of the same thing) which mimics the fding of Osome
dream-state€°In Elgin Park, sgcific cars, houses, buildings, and
even numters return again and again. One of the things thapeats
is the addess OY@Qyhee the numter functions as bth a synonym
and synedoche for home Befoe Smith ecreated his childhad res-



idence in miniatue, he had aleady keen working with the house
number on a diffeent structure. In fact, YUO hangs on one of his most
usead and photographd maodels, a mid-centuy bungalav painted in

the same mutd green tones as the house heayv up in, offering a
numerical, chomatic, and een stylistic nal to his first home

In the bungalav YUO therare rugs which ae tiny copies of those
once avned by his paents, as wll as dollhouse-sizk crisp linens
and a tan-and-ggen plaid kedspread eminiscent of that earlier era.
The kitchen featues period-appopriate miniaturized food canisters
and birch plywood cabinets sitting abve a shrunken simulacrum of
linoleum from a POUU patteroin Sears. The house is alsquépped
with a folding ironing board, a porch rocker that rocks, along with
a glider that really glides. The bungail® is featured in many of
the photographs of Elgin Park, which adds to theedimlike fesl of
the place Like other buildings of this meticulously made miniateir
town, the house des not stay put, but instead mves aound, apgar-
ing within different scenes and against changing baakgnds and
topographies. It is with theseacurring, mimetic, and meable mal-
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els that the tavn starts to feel paradxically quite large while space
and time sem loose and shaggy aund the @ges.

Even when Smith feuses mainly on eteriors and surfaces, one of
the most complling things atout this ersatz, nostalgic Midestern
town is how realistic many of the images tkNat a glance thg pass
as historic photographs. Some of this is thesult of SmithOs spatial
knowledge honed during his letter carrier days. He intimately un-
derstands hw city streets ae laid out into patterns for traffic and
pedestrians, at what pgcise angles buildings auld face the steet,
and the peculiar beauty of the malern gemetry of parking. The
figure of the well-parked vehicle is often the foal point of SmithOs
scenes. The el cars he utilizes a& from the heyday of Ameri-
can automobile cultue chosen fom his extensive collection to fit the
mood of each particular photograpft:

There are no representations of pople in Elgin Park, and as a side
effect the cars cary the emotional weight. Although some vieers
have sworn that they have seen small out-of-f@us figures in the im-



ages, this is only the wrk of their imaginations or the aftezffects

of a reverie."”Smith deliterately constructe his photographs with-
out people in oder to allow for a feeling of openness that lets vig-
ers place themsebs in the tavn.” Elgin Park conditions Ovisito€3,
in the terminology Smith uses, by gently disrupting their senses, in
a way that may not @en be noticeable to them. Thaugh this inter-
ruption of the normal prceptions of lived spaceElgin Park lecomes
strangely habitableat least in a dayream.”

In his work Smith strives to leach the emotionalegister he callsdi-
nes<) but thee is something fragile and contradictgrabout Elgin
Park. It is an imaginay town with a name pullae from the Utopia of
nowhere, bearing the qualities of, in SmithOowls, a Oneutral plage
a place with Ono coliét3"OThe Neutrdd, follving Roland Barthes,
is something that QutplaysO or Obkf$ the paradign® The neutral
is not something lenign, or passig; it can Gfer to intense stong,
unprecedentad state$)”The neutralness of Elgin Park candkal-
most hallucinatoy. To visit is to be immersel in an idealizel town
that carries an aching uneasiness. By SmithOs desigre iheo out-
ward conflict, but there is an unmistakable diffuse tension in the
work. This tension cannot & resohed, but it is productiveNit works
to show the shifts in culture over generations and the fantasies of
other times that continue to nag at our @sent.

SmithOs final contribution to the mythology of his miniagitown
was a messageesembling a pstcad, addessel to those who follav
his art: Ol@moved to Elgin Park!O written in a buttgryellow script
against a riwinkle-blue backgound of sky havering alove a photo
of a single-family home with a shiny maon-colouted car in the dri-
veway. Smith had panaratic cancer and organigegto hawe this mes-
sage pstal after he pass# away His last work as an artist fit ger-
fectly with all the representations of Elgin Park that pceded it. The
image carriel an air of quietness and tenderness that fdcguae-
ly the difficult realities of life and death. On thegstcad is SmithOs
model of the bungalov, house numer YUQ, a citation of his childbab
home transprted into the gentle haunting, uncanny space of Elgin
Park, Othe most visilefake tavn in the United State€)”
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bolize the fantasies of@nomic safety and middle-class con-
fidence in the Unitel States slipping awa}?In his art, we se
the homes many Americans eve saialized to desie emerge fom
an effluvium of decay or teeter on the elge of the abyss. His sculp-
tures contain human figugs, but thg have no facial epressions; it
is the houses in his wrks that radiate felings ranging fom content-
edness to despaiThe homes she everything, as if the affetive va-
lences thg usually contain hae been externalized and transforme
into architecture. Houses function in the scenes as characters, almost
as family memlers. The small human figes, by contrast, gie off

T homas Dgle creates sculptugs featuring houses that sym-



the impression of leing universally oblivious to what is hapgning
around them. When the houses@aunder duess, the pople usually
go on, unkothered. It is only when the are caught at the steps
of something collapsing that the extend themseles, their arms
stretchal for som@ne or something &yond saving.

The one- to two-inch human figues Dgle uses in his sculptes
come flom a German mdel train company They are mostly pople
waiting for trains; the kind of waiting that takes place in what
Barthes calls dlatory space€) narratie spaces of gestarand delay
between the keginning and the ending thatefuse to come to a con-
clusion” These ae figures designe to live in readiness andeec-
tation, or boredom and esignation. Thg are handy to use out of the
box as raw material, but their bdies ae rarely in the exact position
Doyle wants, so he basicalllemakes them. He takes them apam; r
moves their limbs, epositions their arms and legs, glues them back
together sands and thenapaints them. Onceeconfigured, they are
then positioned in the scenes: Germarogtures corected for Ameri-
can nightmaes.

While DoyleOs sculptess contain loth houses and human figes,

they do not resemble dollhouses. The interiors of the homes anly

visible when the are blavn to bits or saved in half, like small €hoes

of Gordon Matta-Clark@8plitting Furthet the feeling one gets when
looking into a dollhousethe sensation of sping on a seret world of

domesticity and often, familial bliss, is absent in thesenks. Instead
we are made awae of a something that hasden caoking for a long

time, a miclocosm of America steing, like Sylvia Rath writes in The

Bell Jar in its @wn sour ait0°

The German philosopher Peter Slotik theorizes that eery sccial
form has its avn Olell jar of purposed whee Opople form a saial
sphee, come to understand themseds in that spaceform and -
form it&*But what hapens when the atmosphersours, time and
space start to slip awayor, if youOs never been able to fully under-
stand yourself in those forms in the first place? D&E0s wrks of-
fer a hefty skepticism abut what kinds of ienovations can happn
in ongoing emergencies. His sculpes ae dacuments of an Ameri-
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can suburban ideal gwn nightmarish and turnel topsy-turvy. They
draw our attention to the false sense of@ity brought and lmught
through consumption of the American éam. The scenes em to
mock the whole endeanur of private pioperty and the imagind fi-
nancial soundness that comes with homemership. Models of the
family home ae crackel open, and thee the \ertiginous newe of
class stability is posel for what it isNsomething that hangs like
a live wire, alluring, but dangeous, and difficult to grasp and hold
steady

In DoyleOs sculptes, the tiny housesgndeked in P:0U scale or small-
er, are always in danger: fiquently, they are crumbling or partially
destioyed; sometimes the housesasinking into the earth in a geat
concavity; @casionally they are already completely subsunde and
often, they are flung into the air or alout to fall from great heights.
For example in the sculptue Tremblea once-leautiful home painted

in seafoam geen, is lokendel by two strong trees sitting on a foun-
dation that looks anything but study. The house is all alone with-
out neighlours. The vulnerable structeris surounded by a narow
ring of grass, and large chunks of earth agmgr to ke in the process
of falling into a wid. A miniature man in a dark ed jacket and khaki
pants eaches for a tiny wman wearing an apon over a pink dress
on the porch; she is holding on to a pillar for sugpt. It is not clear
that their hands will meet. It looks possible the man will fall to his
death. The piee further pushes the viger to question if it would
even matter if these tvo manage to conng with each other The
house and the whole little wrld we se hele feels destind to col-
lapse to crumble into a pile of snarlings at thedttom of a kell jar
creating a small puff of dust that will momentarily rise and then set-
tle into a portrait of nothingness.

Some of DgleOs sculptes apar to explode rather than implale In
A Corrective a golden-ellow house sits in a prfect circle suround-
ed by debris. The lwken fragments and ruing objects that wreathe
around the house s&m to ke the eact quantity of materials that
would be produced from an e&plosion set in the heart of the home
A small human figueNa blonde girl in a pink dessNstands on the
lawn with her head lowed inside a halo of destruction. Shecou-



pies a middle zonedtween the safety of home and the rubbish-laden
chaos of the werld. The figue of the white child, so often ugkto
signify the promise of the futug, is hee either what is to come or
what remains of something tmken or destoyed. In DoyleOs wrk any
idea of innaence is irelevant and useless. He sivs howv we ar all
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caught up in this pecarious moment, hay we ar all implicated and
affected by the multiplying catastwphes of our times.

A prominent theme in DgleQs art is the eep of natue over human
civilization after a disasterin these spaces, the gin has gone
feral and the foest has run rampant; nateris actiely eating eery-
thing in its path, including human homes. &/ can imagine that
these homes onceltith symiwlically and concetelyNprovided or-
der and potection. For eample in the work Besetwe se a house
and a goup of people, who appear to represent a familyNits inhabi-
tantsNwho hawe been almost fully swalleved by greenery. We do not
know how long the natural world has keen gnawing at this dvelling,
but we do knaw it is no longer fit for human habitation, and that the
people, now half-vegetal, no longer sam fit to be housel either The
scene has a strange air ait it, an image of paralysis, wherfolks
just stoped living as they had keen and let the dirt, vines, and moss
devour them and their whole wrld. It is a disaster in sl@ motion.

Many of DoyleOs sculptes ae spherical and enclosein glass,
which creates a distancediween the scene and the wieer, but para-
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doxically draws us in. A Walter Benjamin writes abut toys, Othe
smallest and mosbetingO ae Othosequ canOt touchdsause thgOe
behind glas€Y"Glass ceates split vorlds by setioning off whatOsés
hind, while at the same time invites taking in, which can take the
form of either woyeurism or witnessing. Glass has a magicabpr
erty: it steals attention. Forwadence just watch a shoppr walk a
street lined with stores, and then obsge how the items displagd
behind shop windavs are made all the maz alluring, sometimes lit-



erally halting the shoppr in their tracks and coaxing them to con-
sider what is lehind the glass.

Miniatures, like glass, wrk as lures for looking and invitations for
study. A dollhouse for example can inspie the contemplation of all
matter of homes v might haw lived in, admired, or even noticed for
one reason or anotherWhen glass and miniat@s combingatten-
tion and contemplation a& magnifiel. This dual pocess interrupts
the feeling of a normal fow of time, and simultaneusly makes time
and space ma mesmerizing. The glass containers and the small
spherical wrlds they hold make us awag of fragility, and hav lit-
tle effort it would take to smash this smallerld of model characters
and their fictive lives, and by gtension the larger American ligs so
many of us kep trying to live.

rban anxiety in the wake of the subprime mortgage crisis in his

hotographic seried.andscap with Houses (Dutchess County
NY). The series is congsal of tabletop malels that ae set against
composite digital backgounds and then photograplte He ceated
nine madel homes as a start, then quickly made many mduilding
out in all directions in order to mimic the effets of suburban andxe
urban sprawl. The mdels were originally handcraftel, and then as
the series gew, they were made with the help of a computer pgram
that smathed out some of the ough elges, although thgwere still
basel on the original design. The nael houses a& made fom sim-
ple stuffNwood, cadboard, plastey and cheselothNbut in the pho-
tographs the appear almost immaterial, etheal. Actual Dutchess
County residents vould likely recognize their neighburhoods in the
images, but any @alism Casedre conwys is affective, rather than
material. These madels ae designd to look like madels; the are
dreamlike achitectural rhymes, but not miniaturizd replicas of the
buildings they represent. For Casele, OitOs the gestuthat counts,
not the realism®”

‘Imes Casedre captues the shift fom suburban malaise to sub-
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In these photographs of Dutchess County made phantasmagoigc, w
never se humans, or any other eatures for that mattey but some-
how the exterior of the homesdll we ever see) are exceptionally tidy
and the lawns immaculately maintaimk almost grversely so The
absence of gople despite the ddence of human activityNlights in
windows, burning fires, a bicgle leaning against a wallNeates a
disquieting spaceCasebreOs images auportraits of what the no/-
elist Thomas Wlfe calls the Ounsiping desie of America) which
is shuttered behind facades, lonely and seet.”“Collectively, the im-
ages poduce an out-of-bbdy and out-of-time &perience a kind of
vertigo, that lets thinking loose but also makes thoughts & un-
moored, like the fuzziness that comes with abt of insomnia, or the
space btween dreaming and waking.

It is not possible to tell that the skies araddel in post-production,
but there is something abut the artificialness of the cosmos that
matches the cokie-cutterness of houses. In CasetOs little suburb
the light is often soft, like the light of morning oreening. Although,
occasionally all is candescent, as if a lamp was tuthen in an in-
terrogation mom. The scenes arcandy-sveet, but they create a fel-
ing of emotional isolation and longing; this is a place wigeintimacy
is perpetually defered. In CasebreO9utchess Countyhe suburban
imaginaly is on full display stealing a bit fom both the urban and
the rural, without being quite either oneEwerything conforms to a
familiar pattern, but the typical natue of the scene fels exaggerate,
and too ordinary not to be something elsetoo. Flus, it is important
to rememler that normalness is always sinister in a violent coyntr

In Landscap with Houses (Dutchess Couily), #ithe homes appar
to bob like swimmers in a sea of gen. The houses and &ets ae
neatly ordered, but they are set on the olling hills characteristic of
the Hudson \Alley, a place whee human efforts tavards symme-
try ride on the waes of an ancient topgraphy A vigorous daility
colours the atmospher, the only hint of mawement is a light gey car
on the top of a hill, just on the dge of escap from the neighlour-
hood near a dense clump ofées. W\ cannot se if the vehicle has
a driver, and it sems eually likely that the car will head off to the



city or the countiyside or that it might simply roll down the hill, a
ghostly vessel conflled only by gravity

CaselereOs series stvs the waning of an guberant American way
of life in delicate hues. With chery colours, like those found in
Tim BurtonO&dwad Scissorhangke ceates an uncanny landscap
filled with McMansion style homes and grass as lush as caslemer
Landscap with Houses (Dutchess Couily) #u the faintest rainlow
graces the bright skya soft €ho to the colours of the homes it as
above. Meanwhile the same gay car accupies the same gy space
of road, while davn the hill an American fag snuggles its ple, bare-
ly showing itself, and a couple of stuly-looking wooden swing sets
signify the desie for a future that is healthy and fun. The neigitr-
hood is an upper-middle class dram; it is not a place ofxdreme af-
fluence but a place wher an alove-ground pool is fine enough.

In Landscap with Houses (Dutchess Coumy), #6 the neighlour-
hood looks as if it sprung fom the alge of a ruler ThereOs a small,
well-maintained road flanked by sidevalks separaté by a slender
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stripe of grass, while mar gentle strigs, which appar to hawe been

created by a lawnmaver, corduroy the landscap. Already-made dri-
veways sit adjacent to lots waiting for homes to take st small
portrait of an America @er hopeful for ongoingness. Snugglenext

to homes, satellite dishes signify theopsibility of nevs and stories
from elsevhere, a technological pomise of wide connetion without

leaving the living mom. The yads and woded area just leyond the

development ae dotted with trees sweateed in the red, orange and

yellow shades of fall, while windmills a lined up like toy soldiers at
the perimeter stilled, but coilel and hungy for energy

CaselereOs fous is on the neighburhood as a wholeand individual
homes ae important chiefly for their conformity to the overall aes-
thetic. It is important to note that the houses arnot identical; thg
reflect the ovnersO desis, but in their subtle diffeences ve se a

lack of originality, or at least an embrace of the concessions to the

genre: suburban homeThe houses sam to shae a reserved sense of



belonging, as if thgOe made some kind of pact, while at the same
time concealing a swet, separate lifeEach image of this wersat-
urated landscap depicts an alternateeality that we knowv as our
own. Not a place wheg, as Bachelar writes, Othe houéis enté be-
ing would open up faithful to our own becoming® but a place wher
things feel closel, where we are on the outsidenot even able to lok
in, our futures kecoming something elsé”Yet in our outsideness,
there is a lingering feling that we were once insideor that we some-
how belong in ther, by the hearth; as if v hawe been accidently
locked out, but for a \ery long time. Or mayte the feeling is closer to
an amnesia whes we can only ememler our childhad homes, not
where we slep now.
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with an invitation to mastey that taps into our formative

years sgnt contolling toys and ceating worlds for our
dolls and action figues to inhabit. Miniatues can invite nostalgic
feelings of childhad that provoke memories of malleablexperi-
ences, petensions to inneence and a sense of ptection. While the
sweet, lulling iterations of miniatues get the most ppular attention
in our culture of distraction, thee is a whole other unierse of minia-
ture artworks that demand thinking and feling on different regis-
ters. These a the kinds of artvorks 10 been concernd with in this
essay

n t first glance artworks created in small scale can skice us

Smith, Dg/le, and Casebre shav that a miniaturized scene canep-
resent an enormous amount of adal world pausel in time. As Su-
san Stevart argues inOn Longing @ reduction in dimensions des
not produce a corespnding reduction in significanc&)“Miniatures,
like art works in general, can conjara feeling of the times in which
we live. As Stevart writes, they have the ability to amplify time by
Omeans of a miniaturization of its significarf@evhee Othe minia-
ture is the notion of the moment and momentOs caopmmce " The
miniature artworks consideed in this essaywhich | call small elegies
for America, hae a double capacity: thhecause a eckoning with a
particular American middle-class longing for the past while simulta-
neously inspiring a drive to pre-emptively mourn dreamael futures,
which already feel foreclosal. A theme that thg share is that inno-
cence is not a useful categpfor thinking through these pecarious
times. W are all implicated in this moment. Thg ask any of us inter-
polated by the feelings of anomie thg provoke to contemplate: ho
did we get hee? And then, hopfully, lead to thinking alout how we
might live differently to awoid more of this fate The homes, neigh-
bourhoods, and small-taen geographies in these wrks conwy the
fact that much of American life is empty and deliriously lonely: this
is not a subtle truth.
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time he realizal it was the essence of a time and a place that he was af-

IVPNILVNRIOINY 2CO@K @>@B HG@



pY.

pU.

pU.

Pd.

pO.
YR.

Yb.
VY.

YU.

ter, not a particular tavn. See: Gail K. Ellison, Owltome to Elgin Parlg
(YRPb: PR).

For mote on Ovictor cultureO se Tom Englehadt©dhe End of Victgr
Culture, POOU.

Ameya Pendse (YRPU) OCrafting Scenes of Iconic Am@risiakr
blog.

Henry Luce OThe American Centyd (POUP: Ub-UU); Daoungd Y
(YRPUjhe Man Behind the Mysterious Miniatdown.
The madel of SmithOs childiod home was part of the xhibit Other-

worldly: Optical Delusions and Small Realiaiéshe Museum of Arts
and Design, Ne York. June @ B Septeentox, YRPP.

Smith  daumentel the process on his kkr page:
https://iwww.flickr.com/photos/Y 0@OUZUP@NRU/UURXYPPUOX/in/al-
bum-@YPUZURUYUDY Betédsd U Septemdy YRPO.

Alice Pasquini, OThe Unchangingowd O art shev, Januay PO B Feb-

ruary @, YRbxhiRbiblon Galley, Rome ltaly. www.alicepasqui-
ni.com/alice-pasquini-solo-she.

Gaston Bachelar, The Petics of Spacé@OOU: bU).
Sigmund Feud, OThe Uncan@y(POPO: YUU).

Most of the malel cars Smith uses in his photographyeafrom either
the Danbuy Mint or the Franklin Mint; both companies a known for
their quality and staunch attention to detail.

Gail Ellison Elgin Park (YRPP: bO).
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TurkeyOs thriving art sceneeflects
the growing interest in the inter-
national contemprary art market
in countries outside the WWstern
world. Istanbul has bcome a major
hub of cultural exchange letween
the Eastern Mditerranean egion,
the Caucasus, and the Middle East.
Video art is a ppular art form in
Turkey, and its ppularity has keen
growing in recent years. The aim of
this article is to pesent and study
contemprary video practices since
the YRRRBs in ufkey through the
representation of time and colte
tive memoy. The article pesents
the four video artists who hae
structured the video art scene in
Turkey: Ali Kazma, Halil Alténdes;
Erkan ...zgen and Seza PakE&he
seleted videos present autobio-
graphical memories oreferences to
collective memoy to explore how
time is representel in video art.

La scene artistique Ibrissante de la Tr-
quie tZmoigne de IQintZret @issant du
marchZ international de IQart conteoyp
rain pour les pays etZrieurs au monde
occidental. Istanbul en particulier est de-
venue une plaque tournante majezirdes
Zchanges cultuels ente la rZgion de la
MZditerranZ orientalg le Caucase et le
Moyen-Orient. LOart vidZest une forme
dOart ppulaire en Turquie, et sa ppularitZ
ne cesse de oftre au cours des dernies
annzs. Lébjectif de cet article est de prZ-
senter et dOZtudier les pratiques vigéa-
phiques contempraines depuis les anez
YRRR, endFquie, " travers la eprZsenta-
tion du temps et de la mZmaircollective.
LOarticle prZsente les quawidZastes qui
ont structurZ la scene de IQart vioZn
Turquie : Ali Kazma, Halil Altdndes;, Er-
kan ...zgen et Seza Pakkes vidfs choi-
sies prZsentent les soemirs autobiogra-
phiques ou des rZfénces ~ la mZmog
collective afin déplorer la fason dont le
temps esteprZsentZ dans |Qart \adZ



|OZlargissement du nchi international de IQart conteorain

aux pays sougnt considZrZs comme pZriphZriques. En partic-
ulier, la ville dOlstanbul est denue une vZritable plate-forme
dGzhange cultuel entre les Balkans, le Caucase et le }éo-Orient
avec le reste du mondeAvec ses foies internationales, ses biennales,
ses @positions et ses nomleux mus2s, la scene artistique est en
train de vivre un fleurissement jamais vu auparavant. Selon Fanny
Roustan, IOaccumulation du dynamisme intgliel et |Qinfrastruc-
ture Zonomique "~ Uistanbul mais aussi en dehors des grandes villes
partir des ann&s POOR constituent IOune des raisons derné b

I a scene artistique en pleinex@ansion en Trquie traduit

LOinstauration dOun rZgime libZral et IOimmigratien lag anngs
POOR, destjies villes ou encar des zones ruralesevs les grandes
villes, alimentent Zgalementepansion des plitiques nb-conser-
vatrices. Ainsi, en YRRY,eviOaccession awyvoir du parti islam-
oconsewateur AKP (e parti de la justice et du d&loppement) qui
soutient sans rZsee la mondialisation Zonomique et cultuelle, Is-
tanbul acquiert un statut de mZapole rZgionalé Cette immigration,
en grande partie comps£& des musulmans et des kies \ers les
grandes villes apprte Zgalement une transformation siopolitique
qui pourrait engloker toutes les diffZences et les opgsitions dans la
saciZtZ et la ville par consguent dans E$pace public. Cette multi-
plication saiopolitique nZessite un diZeloppement urbain rapide et
la promotion de IOimage de la villogr se faie entende parmi les
compZtitions commagiales et touristiques. Donc, dOun ¢MatZul-
ture Oac un grand CO ouerses artees ppulaires aec la construc-
tion de nouelles salles de concert, de cinZma et des galeries dOart.
DOun autr c™tAa naissance dOune nelle classe dominante con-
sewatrice altere ses popres valeurs cultuelles pur sOadapter ~ la
globalisation cultuelle et~ son machZ

Par consguent, \ers les anngs YRRR on assiste ~ une augmentation
du nombe de galeries dOart et des nesZels que Borusan Sanat,
Proje UL-Elgiz MusZd@rt Contemporain, listanbul Mdern, Garanti
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Platform, Mus2 Pera, MusZ Sabancd,asa Galeri, Siemens Sanat,
Santral (istanbul ainsi que des commisssidéxposition comme Ali
Akay, Erden Kosova, Balak Oen@, Levent ,aldkoylu. Ainsi, le
secteur s@uvre considZrablement sur le monde alors que YR ans au-
paravant les Tuvres des artistes tws nOZtaient achet que par
une petite partie des colletionneurs du pays. ¥ec I0Zmergence des
questions nouelles et la formation des grsgectives diffZentes, les
moyens dépressions se multiplient conformZment eprit des an-
nZes YRRR. En particuljées noueaux mdias sont deenus un terri-
toire pour les artistes " inestir. Alors |0art vidZ, comme le mdium

le plus accessible des noemux mdias, constitue IOun des territeg
les plus imprtants de IQart conteropain en Turquig, des le milieu
des anng&s POOR mais surtout ~ partir des @sn?RPR.

Dans mon article je me gnche sur les pratiques vidgraphiques
contempraines, ~ sawir depuis les ann&s YRRR, enuTquie, ~ tra-
vers la leprZsentation du temps et de la mZneiolletive. Le rap-
port entre les images vidagraphiques et sa thnique de construc-
tion mOa conduit " la notion du temps p&r que tout simplement la
technique mur produire ces images construit des temnalitZs, des
durZes, desythmes dans et " traers les images. Par cette corrZla-
tion temporellg, on entend deux idZs complZmentads : La pemiere
est la construction dOune teorplitZ synthZtique par les parames
techniques spéfiques qui dZgagent des formes esthZtiquesppes

" la vidZo. Par cette question, jOai cbeY " wir quels gestes esthZ-
tiques les vidZastes ont utilisZ/mis en Tuerpour crZer chez le spc-
tateur |@&pZrience de la tengalitZ " travers les images.

La deuxisme se dZfinit autour du questionnement critique de la mz-
moire. Selon la dZfinition &by Warburg”’ la mZmoie collective est
une colletion d@citations qui se forme dans les @rives mentales
suivant des lois qui sont formes ~ partir dOune nowlle maniere

de compendre les images par le biais de leur juxtagition. Dans le
cas des images vidgraphiques, une manie de crér la juxtaposi-
tion passe par crér des tempralitZs qui elient les images. Par con-
sZjuent, jOaiA&luZ ces qualitZs tenopelles pur dZhiffrer les traces



que les images vidyraphiques puwvent laisser dans la mZmaircol-
lective de la Trquie.

Quand on suit ces deux i@& complZmentairs d£oulant de la cor-
rZlation temprelle, ma recherche se touve face aux deux mblZma-
tiques qui se complstent : IOune est dEncomment les paramets
techniques spéifiques de la vidZ construisent une temgralitZ syn-
thZtique Cette question en entra’ne une aatr comment cette con-
struction participe " I@uverture dOun questionnement sur la mZreoir
et de IOhistoir ? Je soutiens que IOimage wgiAphique en tant
quOune forme thnique et conceptuelle son popre madele de con-
struction du temps qui particip Zgalement aux sdsions nouelles
de la mZmok et IOhistair colletive.

Mon terrain de echerche concerne les images viographiques po-
duites par les vidZastes de laffjuie. En Turquie, ce nést que ers la

fin des ann&s POOR que les artistes ont commencZ " utiliser lavidZ
pour produire de |Qart. Pourtantes®” partir de YRRRB, ag IOamZlio-
ration des mgens de poduction et déxposition que la vida trouve

la possibilitZ de se rZpandren Turquie. Par consguent, mon cor-
pus compend les vidds qui sont eposzs " partir de |IQan®ZYRPR.
JOai choisi quatvidZastes plus connus qui offit une id2 gZnZrale
pour reprZsenter cette scene artistique emiffjuie. lls sont : Ali Kaz-
ma, Halil Altdndeg, Erkan ...zgen et Seza Paker

Citer les plus connus de la scene artistique apres YRRRete un tra-
vail relatif et plut™t subjif puisque le critere de la dZision com-
prend la notion de rZputation qui ne donne pas un avis atiieni
sur la qualitZ des Tuvres ni sur celle des artistes. Alors dans ma
mZthalologie de choix, jOai avancZ en suivavisteriteres :

¥ Les citations des historiens et des critiques dOart les plus connus
comme Hasan BYlentdfiraman, Ali Akay Levent ,aldkoylu, Be-
ral Madra.

¥ Les vidZastes les plus citZs dans les ouvrages sur IOart cantemp
rain en Turquie.
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¥ Leur participation €n termes quantitatifs) auxgoositions qui of-
frent une visibilitZ dans le rZseau national ainsi quQinternational
comme les biennales.

En suivant cette mZthaologie jOai obtenu une quinzaine de noms de
vidZastes. Puisque le sujet principal de neahrerche est la eprZsen-
tation du temps, il Ztait Zgalement inoptant que ces vidZastes, dOune
manisre ou dOune awraient leur popre technique gur communi-
quer le temps dans leurs vid&. Par consglient, il fallait diminuer

le nombe des artistes en fawr de cette ZtudeDans ce cas-jOai
choisi quate vidZastes quigrmettent davantage dffrir une analyse
concernant le temps.

Comme ma poblZmatique concerne laprZsentation du temps, jOai
choisi les vidds dans lesquelles nousoivons soit les popres mZ-
moires de IQartiste comme son enfanaemoment immrtant ou in-
tZressant dans sa vjesoit une rZfZence ~ la mZmoie collective
travers |Ohisto@; une transmission de tradition, un pbleme saio-
politique ou encoe une elation awec les espaces publics. Engpnier
lieu, jOai fait une description " la fois du contenu et de la struetur
des vidds. En deuxieme lieu, jOai ckbZ ~ dZfinir la forme des
reprZsentations du temps afin de fairessortir le temps comme
durZe, comme prZsent Zternel ou comme vitesse ~ partir des gestes
esthZtiques tels que la rZpZtition et le mixagenfin, en toisisme
lieu, je me suis intemgZ sur la question de la mZmeir" travers
les motifs de IQincarnation et de la canitation avec le memento
mori tout en chechant ~ voir comment chaque luvre a contribuZ ~

la construction de la mZmair collective ~ travers la scene artistique
en Turquie.

ilg¥n Tutal” explique quOac IGaccession daK® au pu-

voir, afin de sduire de nouelles clienteles ers la Turquie

et Istanbul, les plitiques pomotionnelles ont changZers
Ola echerche dOune plus grande part de otéf dans le domaine du
tourisme cultuelO Par consient, \ers les ann&s YRRRB on assiste ~



une augmentation du nomier des galeries dOart et des nassitls
que Borusan Sanat, 8je UL-Elgiz MusZd@rt Contemporain, listan-
bul Modern, Garanti fatform, Mus2 Pera, MusZ Sabancd asa Ga-
leri, Siemens Sanat, Santral Uistanbul ainsi que des comneis sH#X-
position Ali Akay, Erden Kosova, Bauak Gen@, Levent ,al6koylu.
Ainsi, le seteur s@uvre considZrablement sur le monde alors que YR
ans auparavant les Tuves des artistes tws nOZtaient ache&Zque
par une getite partie des collgionneurs du pays.

Murat Pirevneli, galeriste souligne que la crisecdnomique qui a eu
lieu en YRRP Ztait un avantageup le dZeloppement de IQart con-
temporain parce que le marhZ dQart Ztabli ne valait plus comme au-
paravant et cela a fait place ~ une nalie forme dart :

2% 3" %:.;' YRZ 3'; 6$1%; && < 9=. 73".'5< 9="39="; 4.33."

&' &633"; Q <6=< &a=5 %@FH5< &?'5=;;"5;? "I=T <".<3
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"5Q :61'<J Q 2"5"<"? '% 3'=:56=?"=8: 6,: "44'" <&

;13 88" <'5"5< # &d'=<:"; $"59="; 65< <6=; ?= 3' 16=:
"8 % %' <" &"<'T .5 9="3"; 3a "=,4'5<"<.65 &"5; 3' 564%$:
&' ,"3%.5 5 d<".<8" 8" <.%=3#5<;5;$3'Q3a " <%65<'4"
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Cependant, tilker Birkahsouligne que le classement dOlIstanbul en
capitale cultuelle de IOEope en YRPR est IOune des raisons de cet in-
tZret artistique qui en meme temps atté les investissementsers Is-
tanbul et surtout \ers I0aset culturel de cette ville Il explique quOil

ne faut pas ignoer la relation ente I0augmentation du nonedes
touristes en Trquie et le nombe de visites au musZ

La consfuence dOune telle richesse cudtle se monte Zgalement
dans la scene artistique dOaujd@hui "~ traers les sujets atrdZs

par les artistes qui se rassemblent autour des questions dQidantitZ (
compris gene, ethnique culturelle, urbaine et 10altZritZ), la critique
des mdias et de IOftat, la globalisation, IQurbanisation et la dZterri-
torialisation. Avec I0Zmergence des questions redies et la forma-

tion des mrspectives diffZentes, les mgens dépressions se mul-
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tiplient conformZment " I8sprit des anns YRRR. En particuljdes
nouveaux mdias sont deenus un territoire pour les artistes ~ ine-
stir. Alors 10art vidZ comme le mdium le plus accessible des nou-
veaux mdias, constitue IOun des territes les plus imprtants de
|Oart conterrain en Turquie, des le milieu des anngs POOR mais
surtout dans les anres YRRR.

a a

que mdium artistique touve sa place dans le metiZ dOart

dOlstanbul dans les ams2YRRR. Bien que legesitions, bi-
ennales et foies nationales ou internationales dans la deuxieme
moitiZ des anng&s POOR partieipt ~ 10intZgration de ce rdifim dans
le monde de IQart, la guuction et la diffusion des luvres vidd-
graphiques ont augmentAurtout parmi les jeunes artistes, dans les
annZs YRRR. Il seept que cette pansion ait plusieurs raisons. Je
me suis @nch2 sur [Oaspt Zconomique de ce diéloppement pace
que tout simplement IOZlargissement du ehdr international de IQart
contemprain et le dXeloppement de IQart vidZn Turquie ont pris
place dans les aned YRRR, gr¥ece ~ I0amZlioration dgemsale po-
duction et déposition.

I e saiologue/curateur Ali Aka>‘? dZfend que la vidZ en tant

La dZfinition de IOart conteromin en Turquie a pris une wie dif-
fZrente apres les anns YRRR. VANt cette datela vidz, IQinstallation
et les Tuvr es qui concernent épace tenaient une place plusperi-
mentale ou alternatie pour les sgctateurs qui avaient la seulegs-
sibilitZ de les enconter lors des biennales. En plus, on ne leur at-
tribuait pas une valeur de mahZ car le nomte de galeries nOZtait
pas si ZleZ..

Pourtant etre visible et otre intZgrZ dans le mahZ de 10art sont
deux choses difféntes. Alors que dans les ane POOR, gr¥ece aux
biennales et les xpositions organisg&s par quelques commisses
d@xposition, I1Qart vidZ devenait visible dans I0histeirde 1Qart en
Turquie, le fait de son intZgration au mahZ aurait lieu dans les an-
nZes YRRRB. Meme si toujours avant-dardans les anred POOR, les
recherches sur la vidd au sein de GUSAM MET" Ankara et les



efforts des activistes de vidZcomme Karahaler, Videa et Xurban)
sont des gemples qui nous monant que les artistes avaient dZj”
commencZ " poduire ~ Ankara.

C®st aussi 10idZquOEge Bansel soutierit: dans les anngs bOOR,
Ankara et surtout GISEM Ztait le cemtrde la poduction artistique
sur la vidd bien que son intZgration dans le nenZ ddart ait eu
lieu " Istanbul, apres YRRR. Pourtant la pratique artistique Ztait tout
fait diffZrente de ce que nous entendons aujd@hui par la pratique
vidZographique en Trquie. Les artistes d@kara avaient leur popre
langage artistique qui nOa pasurZ de wie ailleurs. Cette pratique
suivait la ligne de IQartiste Ursula Biemann au sens que les adeptes
produisaient des images vidgraphiques plut™t ag une appoche
documentaie. Cette appoche daumentaie est diffZente de ce que
fait penser 10art vidZau monde de |Qart aujal®hui. Ce qui est dom-
inant aujourdOhui comme travail artistique dans le cadies images
vidZographiques ré8t pas de la meme famille que lescherches da-
umentaites des anngs POOR ~ Ankara. En plus cette pratique domi-
nante aec laquelle la vidd est intZgrg dans le mashZ de IQart en
Turquie dans les anréd YRRR, @ pas non plus cr&seulement par
les artistes stamiuliotes mais Diyarbak@en tant quOun cemtrassez
important, jouait un grand r™le dans lagaluction artistique des im-
ages viddgraphiques.

Parallslement " cette prspective, Melis Tezkart™ dZfend 10iéZque
la vidZo se fait IZgitime en rZgndant aux kesoins dOartistes evsa
facilitZ de transprt pour la production et son caracte semi-pofes-
sionnel financietement accessibleC®&st IOune des raisons que dans
une ville comme Diyarbakfdu sud-est de ladrquie awec une ppu-
lation de majoritZ kude, les artistes choisissent la vidgour rZpon-
dre aux poblZmatiques suales et plitiques de leur communautZ
locale Dans ce sens-"Tezkan souligne que les artistes conteaip
rains portent un intZret beaucoup plus intense que la gZnZration
prZcZdente mur les mico-cultures, les communautZs et lesoptZ-
matiques soiales. Cela a ZtZ entra’nZ par Ola difficultZ e @etitisZ
ailleurs que dans le milieualativement libre de 10artO et Olaetsi-
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fication des origines loales des artistes, ampliéiar le d¥eloppe-
ment de la plitique culturelle”®

C@st \ers les annés YRRR que les salleexgdsitions ont commencZ
~ sOduiper des viddprojecteurs pur la diffusion des piees vidb-
graphiques. fgalement, Beral Madra, critique et curatricitue
Zgalement cette pZrite comme le pint de dZpart de épansion des
pratiques vidAgraphiques en Girquie.. Elle Zrit : OLes ateliers con-
cernant la vidd et les pojections des images vidigraphiques que
I®n a organisZs en POOU dans le eaferiOart conteropain BM™”
avec la participation de Angela Melitopulos (une ancienne Ztudi-
ante de Nam June Paik) et Clause Blyrae vidZaste allemand, ont
ouvert la voie pour I@pansion de [Qart viddians les anngs YRERO

a

les artistes de ladrquie, le commissai déxposition RenZ Blok

rZpond que |Oart conternpain en Turquie ne suit pas une déc-
tion spZifique ou un style comme le futurism&Zi0 ou Ruxus qui
Ztaient manifestZs par IOavant(gau:ci(jentale mais que les artistes
sont en echerche de leur individualitZ"”Par conte, il soutient que
ce qui est commun est leur utilisation des neaux mdias comme
la photographie la vidz et les installations, ce qui est en fait une
caractZristique globale de IQart contenajn.

I nterrogZ sur la question des themes et apphes communs chez

Cet argument sugge que IOart conteropain privilZgie des teh-
nologies rZacties, capables de captrmet de diffuser rapidement,
telles que la vidd et la photographielLes rspectives litiques dis-
sidentes sont plus faciles ~ @omenter et ~ communiquer " tragrs
ces mAiums. Comme on leait chez les artistes qui duisent apres
les anngs YRRR en utilisant la vidZet qui se gnchent de plus en
plus sur la rZsistance ou la capitulation. Enepant en compte la
situation saio-politique en Turquie apres les ann&s YRRR, onept
peut-stre soutenir que la prZsence dOun gaaement eligieux suiv-
ant |OintZret du mahZ capitaliste a ussZ les artistesevs la rZ-
sistance ou la capitulation en y ajoutant IOhumour du dZsesfet



aspect commun est assez visihlpar exkemple ~ travers les Tuvres
des artistes comme Halil Altdndeet Erkan ...zgen. Orept meme
en conclue que les artistes travaillent comme lesalonentaristes
ou saiologues en poduisant leurs vidads et quOils corogent ou
Zcrivent une histoie visuelle critiquant ou satirisant IOhisteioffi-

cielle

Les artistes tentent dOapger une lumiere sur les poblemes li-
tiques, £onomiques et stiaux de la Tirquie, ~ des £helles majeues
et mineutes tout en psant la question de IQindividu evdes r-
spectives «istentialistes. Pourtant, il ne faut pas en conatugue les
artistes de la gZnZration pcZdente ne partageaient pas une attitude
pareille. Les contenus similagrs Ztaient Zgalement gauits dans les
annzs POxR et POOR. Ce qui a changZ estitégiee utilis2 : dans
le passZ rZent, ce contenu Ztait accompagnZ par d@autdiums
alors que dans IQart apres les aBaZYRRR, la ¢bnique utilise ce
qui est rapidement saisissable et facile ~ dZplacemme le mdium
vidZo

artistique en Trquie, le corpus de cet article contient les
vidZastes majeurs qui font partie de cette scene depuis le
dZbut des anres YRRR.

Q fin dOawir une idZ& gZnZrale sur les vidZastes de la scene

3. "c4"

Le premier vidZaste dont il faut parler est certainement ...mer Ali
Kazma. Il est connu " I®elle internationale agc sa prZsence " la
Biennale dOHavane en YRRU et dmlgn YRRD, " la Biennale de
Sao Paulo en YRPY et celle dmive en YRPU. Il apesZ tois fois

" la Biennale dOlstanbul (YRRP, YRRD, YBOREsWUVres traitant
gZnZralement de laetation que IOhomme eetient awec le travail
manuel.
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E travers la plupart de ses vidi8, Kazma traite la pssibilitZ de
notre existence dans le temps " trars la poduction et la tempral-

itZ de I@spaceCapturant les espaces degpluction ou de maintien
comme des usines, des ateliers de danse ou de cZramigeesalle

de chirurgie un abattoir ; IQartiste met |IQaccent :ifdf existential-

iste de IOhomme face ~ cette deuxisme loi de thedyrmamique Sa
vidZo intitulZe Le Ma’tre-horloge(YRRU) de PU minutes appartenant
" la sZrie Obstructions, mnd comme sujet un ma#rhorloger du
palais DolmabaheeLe vieil homme dZmontenettoig rZpae et re-
monte de mZmog une horloge du XIXsme sile. Ses mains sont en
gros plan et, la plupart du temps, on leegade travailler sur IOhor-
loge On wit son vieux visageson lil plissZ portant un monale en
gros plan. Parfois on jette un coupid®@ans IQatelier dans lguel

les murs sont couerts awec diverses horloges et morgs anciennes.
Dans la salle @&position, il est difficile déntende le son. Eneg-
istrZs en prise dicte, les sons dOatelier B en fait seulement les bruits
de IOhorloge- constituent la seule steisonoe du film. DOailleurs
dans les vidds de Kaizma il y a souent IOambiance soreode |Espace

au lieu de musique ou des cargations.

Le made principal de eprZsentation de IQartiste est ledaglastique
En dOaugis termes, dans son champ de pratiques vgtAphiques, la
vidZaste est loin de fagrusage du made narratif et fictionnel. Rut™t,
il choisit de construie le sens dans les images par le biais de la
rZpZtition. Mais il faut y faie attention. Par la rZpZtition, on e@end
pas simplement les memes images qui se rZpstent IOune apreséOautr
mais un outil thrique dont on se sertqur exprimer un motif sp&i-
fique dans le temps. Dans ses v/ cet outil thbrique est la rZpZti-
tion des images des mains par diféfites @rspectives et cades mais
toujours en gos plan. Les activitZs quotidiennesdi& au travail, les
habitudes ou bien les gestes appris sont aussi démirmmages que
IQartiste prZfe filmer. Dans une inteview, il séplique :
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Ainsi, Ali Kazma filme patiemment IQintelligence de la maingwo
mente IEspace qui sOins+entre les gestes de la main et le temps. Le
spectateur en regadant les mouements rZpZtitifs des mains, se met
" contempler directement le temps au lieu de chelrer un sens dans
le mouement. Dans cette rZpZtition, le temps sad visible

Par le biais des rZpZtitions et detours dOimages, il rZalise un travail
sur la direction des egads du sgctateur On dirait que les Tuvres
d@li Kazma endent le temps visible

Par le biais de cette rZpZtition, la sensation de la éulspara’t : ce
que 16n regade semble avir ni passZ ni aenir. C@st une contin-
uation infinie des gestes de la main qui lie le passZ etdfiadans
un prZsent Zternel. @& ainsi que ce travail nousenwie " 10id&
de 10ZternitZ e geste ©dstentialiste de IOhomme quiqaiuit, repere,
maintient sans cesse fait allusion au mythe de Sisyph@ous fait
penser "~ la elation ente le temps et Bistence humaine et dOun
autre c™tZau combat cong |I@ntropie en crZant un temps virtuel
propre "~ la vidZo dans lguel 10rdre est gadZ par le biais de la rZpZti-
tion.

Quand Barthes comparait le cinZma et la photographe daas
Chambe claik, il s@xpliquait ainsi la raison pur laquelle il prZfee

le cinZma : le sgctateur du cinZma est toujours essZ Il nOa pas du
temps pur sOarrster en face de ¢€3h, penser sur ce qui se passe et
y ajouter quelque chose de segpZriences. Il ne gut pas fermer ses
yeux pace que quand il les oue il voit dDautrs images. Contragr
ment ~ cet argument, on put donner comme xemple la derniee
scene delyy coupsle Truffaut dans laquelle onegade pour un bon
bout de temps le visage figZAlfloine. Truffaut savait cré&r du temps
pour le spectateur pressZ du cinZma. De la meme margstes images
vidZographiques de &zma, meme si elles sont mobiles, par le biais
de la rZpZtition cré la possibilitZ de faie |@&pZrience dOun prZsent
Zternel.
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Dans une deuxisme @rsgective, on dirait que la rZpZtition des im-
ages communique Zgalement le sentiment gthme. Par le ythme

on entend la vitesse et la structerde la succession des plans, ou par-
fois, encoe plus vaguement, la structatemprelle dOun plan ungu
long. Dans le cinZma, le contenu des images joue un r®perrpor-
tant pour qu®n puisse top facilement calculer et dZterminer leg-r
thmes. Dans le cas de la vid£®st plut™t la dugZdes plans qui nous
transfere le sentiment du ythme. Le rythme duMa”tre-horlogempar
exemple nous enwie aussi ~ I0idZdu temps en tant quOun prZsent
Zternel par les grs plans qui se rZpstent ~ @u pres dans la meme
durZe.

La rZpZtition des gestes comme dans la vidé Kazma eut «tre in-
terprZt2 comme une manie de combatie IQimpuissance du corps
face au temps. LOartisteatimente les formes im@ssionnantes de
rZsistance et de la pduction du corps humain face au temps. Il le
confirme Zgalement ainsi :

' ?6.; & %-6;; &.;8" "0<! 9=. 4' ;'4$3".'5< ) < &
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Cette citation nous enwie " sa relation awec le concept de mZmair
Dans Image et mZmarAgamken Zrit :
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Dans ce sens, les luves de Kizma nous mongnt la propre demeue
vitale de IOhomme sous la forme de lagurction et la transmission
du sawir-faire. Kazma deumente I&istence des capacitZs deopr
duction individuelle de compZtence ténique voire dOimmssion-
nantes formes du travail humain corer [@ntropie. En plus, Le
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Ma’tre-horlogerest peut-stre le meilleur &emple parmi ses vid¥%
pour dZmonter comment le temps est consét dans les lieux et les
choses que IQartiste egistre awec sa camZra. |l ne serait pas er-
ronZ de soutenir que cette vid£onstitue un des meilleurscemples
artistiques pur mieux compendre |0id& de rZtentions tertiags du
philosophe Bernat Stiegler: Tout ce qui appartient au passZ rZsiste
contre le temps ZphZmer et eiste dans les empintes cultuelles,
historiques et soiales, ~ sawir les rZtentions tertiaies. E traers
un objet, nous puvons lire I@rganisation cultuelle dont il est issu.
Une horloge nous dit * quel monde elle appartenait. Cet homiee
ma”tre-horloger que nousagadons aec admiration mur le travail
mZticuleux quOil est en train de rZaljsestauer cet outil qui syn-
chronise la s@iZtZ Il rZtablit sa condition originale pur mesuer le
temps aec une priision parfaite Pace que IOhorlogeopte les em-
preintes de IOhistaiy elle nous monte la mZmoie colletive issue
de cette historicitZ : le sair-faire technique mais aussi IOimgance
donnz " la ma’trise du temps.

"38.3 </5&"'

LQartiste et Ifi#eur Halil Altdndee vient de Madin, la ville au sud-
est de la Trquie o cohabitent plusieurseligions et ethnies telles
que les kudes, les tucs, les arabs et les assyriens. Ses s efle-
tent IQinflence de cette atmosphermulticulturelle de la rZgion. Il
expose sa pemiere vidd intitulZe Had&Light en POOO. Dans cette
piece les paquets de cigattes Marlloro deviennent un symiole
pour |Qattraction seielle au sein de #éSpace public. Suivant le meme
symbole, il rZalise en YRRW¥YrYyYfLa Marchg o- il crZe un animal ®
partir du paquet Marlloro, interrogeant ainsi les valeurs du systeme
capitaliste Il se facalise sur des themes tels que les valeurs du sys-
teme capitaliste la question de transmission de la culaiet de mZ-
moire ainsi que les aspirations identitais, litertaires et Zgalitaies
dans note s@iZtZ contempraine

On peut woir en dZtail sa vidd RZfugiZ dedépaceZalis2 en YRPU
pour mieux compendre sa grspective artistique:

Le YY juillet POx@, le prZsident de la Syrie Hafizssaé Zoutait son
pilote de IOarn&Zderenu le pemier astonaute de son pays, lui en-
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voyer son pofond respect et amour Muhammel Ahmed Faris avait
ZtZ choisi pur devenir un astonaute aupres de la station spatiale
soviZtique Il avait passZ deux ans ~ Moscowyr son entra’nement
et sept jours en orbiteE 10Zpque il est devenu le hZos national de
millions de Syriens. En YRPP, quand lestgstations du printemps
arate ont commencZFaris Ztait gZnZral dans |Oaene 10air syri-
enne Face aux rZactions brutales du geawement syrien, il a quittZ
la Syrie pur manifester son dZsacahren epliquant quOil ne qur-
rait pas tuer son popre peuple AujourdOhui, il vit dans un apparte-
ment ~ Kocamustafapata, un quartier consateur dOlstanbul, ew
cing autres membes de sa famille

Dans cette vidd, ~ travers |Ohistoir de Faris, Alténdersoulsve des
questions ~ popos de la guer civile des effets de la migration et du
futur de IOhumanit£n y incluant la plitique et la satie. Cette Tu-

vre sacastique met IOaccent sur le sort des rZfugiZs syriens dont plus
de deux millions sont accueillis enufquie. (La Turquie est le seond

pays dOaccueil apres le Liban.) MZlangeant le passZnasite et le
prZsent rZfugiZ de Faris, |Qartiste prZsente un faourdentaie sur

les rZfugiZs syriens qui planifient dOaller sur Masaipy commencer

une civilisation de la meme manie quOils ont fait sur lagFre il y a

des sicles

Meme si les vidds d@itdndee renwient ~ IOhumouyrelles sont
bas£s sur une condition terriblement sZrieudee montage des dif-
fZrents plans 10un apres [O@&utous monte bien |QabstitZ de cette
condition sXere : les sguences appartenant " la jeunesse de Faris
dans lesquelles on leoit dans son costume aginaute les images
dOarhives de la conquete spatiale giZtique ainsi que celles de la
guerre syrienne Faris racontant son passZ et les images deis fe-
unes syriens se mmenant sur la surface du Mars. Le fait deiv
dans un ensemble les images appartenant aux dififrs pZrides
dans le tempsestitue un aute sens que leur signification ddyine.
En dOaugis mots, leegroupement des images hZtatyenes en vitesse
et en signification crg un nouweau lien ente les diffZentes temp-
ralitZs. Enfin, rappocher ces diffZentes tempralitZs cr2 une nou-
velle dur2 qui renwie ~ I0absale ou ~ une fantaisie oe &ode



des rZfugiZs sur Mars dient une aute rZalitZ une aute histoire si
IOHistoie avait pris un aut tournant.

Ce faisant, |Qartiste incarne dans la construction mZmorielle de+sp
tateur un male de rZeption diffZent des images et de ses con-
sAuences. Les images empruatZou prises par |Qartistappar-
tenant aux diffZentes Zpques dans le passdeviennent une mZ-
moire que le spctateur peut choisir de wir sous diffZents angles

: une fantaisie de IQartisten faux da@umentaie, une dystopie ou
meme une utopie ur les leaders ewpZns qui seont assez con-
tents de se dZbarrasser des rZfugiZs en lesyanvsur Mars.

Faire un mixage des images hZtgenes est une manie dOincarner
la possibilitZ dOune aetrZalitZ dans la construction mZmorielle du
spectateur La juxtapsition dOun sens akburgien des images aide
IQartiste " crdr une aute histoire, une science-fiction absde. E tra-
vers cette juxtapsition des images filmiques dessAements his-
toriques (a gueree civile, le succes scientifique de IGRJS.S et le passZ
hZoeque de Faris) Altdndeproduit une nouelle signification cul-
turelle : une confontation awec la prZtention et IOabdiitZ du dis-
cours des dominants.

2"'5C )5

Un autre artiste contemprain kurde, Erkan ...zgen, vit et travaille *
Diyarbakdrll utilise majoritairement la vidd et la photographie dans
sa poduction artistique comme ces deux sumps sont peu chers ”
la production et " la diffusion. Dans ces Iuves, ...zgen questionne le
conditionnement de 10individu par l@pvoir, le kZmalisme et le mil-
itarisme qui regnent en Tirquie depuis la fondation de la rZpublique
Il met Zgalement IQaccent sur la situation aldsuet tragique dans
laguelle se touve le peuple kude en Turquie Comme son travail
artistique confirme son engagemenblitique, il se dZfinit en tant
quOun artiste-activiste

Dans sa vidd la plus caractZristiqueLe Corps @du (YRRU), ...zgen
nous monte une paie de rangers ac des jamks nues tournant le
coin du mut dribblant une balle blanchd.a camZra suit les janels

" partir du niveau des genoux. Le chemin de terest assez Aiit,
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partiellement lmueux aec des murs en pieg ~ deux c™tZs, moitiZ
ensoleillZ moitiZ dans les tZnel@s. Le temp est lent, on dirait que
la personne qui conduit la balle au pieest une sorte de passante
baudelairienne si elle negutait pas ces bttes militaires. Il sOagit dOun
tout petit village, meme abandonnZpourtant on entend les bruits
lointains des enfants. LOhomyballe au pid, continue dOavancer sur
le chemin qui nous semble dulaire car il est difficile de die sOil
passe par les memes rues ou non. Est-ce un soldat qurirafle ? Le
fou du village ? On réd sait rien. Petit ~ tit, il commence " ac-
cZlZer le pas, la tension sO&sWous entendons meme IOhaleine du
joueur et attendons pur tZmoigner la scene de violencéne sensa-
tion de \ertige appara’t chez le sptateur aec ce noueau temm et
de multiples montages des scenes ermgiplan. On egade une lutte
de contr™le ergrle jeune homme et la ballgui de temps en temps
devient difficile ” regader ~ cause de cette sensation dertige. Es-
sayant de suive la balle on se sent meme @rdu virtuellement dans
ce village A la fin, il presse la balle corgrle mur et la fait Zater.

Les rangers signifient sans doute une sorte de violence physique et
Zmotionnelle DOune grspective, c@st un jeu de balle mais dOune
autre, on sait bien quOil sOagit dOune lutteedatpouvoir et ce qui

est soumis. Comme son térlOindiqueOindividu en tant que soldat
perd son identitZ et deient un moyen du pouvoir pour contr™ler et
manipuler les puples soumis. Lequvoir militair e reprZsentZ par les
rangers, contr™le ~ la fois les corps des soldats et ceux des soumis
meme par violence si &t n£essaie. LOangle de la camZra, la tension
ZlerZe, les mouements rZpZtitifs du joueur ceit une atmosphee
dOinquiZtude et de genBe la meme manise quOac ce corps prdu
dans les impasses et les ruesctilaires, le spctateur finit par se sen-

tir mal ~ 1Qaise " cause de la tensionesgie de la vidd.

...zgen fait sowent IOusage des mZtapbé®ret des symiles. Si on
en fait une analyse plus dZtaiiZon peut constater que laalation
politique et saiale ente le puvoir et ce qui est soumis est plagZ
ici dans un jeu de balleLes paies de rangers signifient la tyrannie
alors que la balle syntidise les corps soumis ~ cette foe Le visage
du joueur est cachZ derrier un foulad, ce qui fait rZfZence au fait
que la tyrannie nOa jamais dOidentitZ etltgi&st imgrsonnelle En



fait, la seule regle du jeu est que le joueur nQait pas dOidgittitZ
est partout et il dZtermine les regles du jeu, construit le langage et
dZore les corps.

La rZpZtition comme geste esthZtique tient une place artgnte
dans cette iuvre dO...zgen. Dans uemier lieu, le mouement cir-
culaire du joueur dans les memes rues nousnwie ~ un prZsent
Zternel : on sent que ce moament nOa ni dZbut ni fin. Ce qui est
principal est le caractee infini du temps. Alors, le sens ou la sig-
nification du mouvement gerd son importance et la grception du
spectateur se met en rappt avec la pens2 au lieu de se concen-
trer sur IOaction elle-mem®ar consguent, nous puvons dZfende
IOidZ que cette rZpZtition aiulaire souligne IOaspt IOimage-temps
de cette vidd. Cet aspct se fait visible Zgalement " trars les im-
ages qui se rZpetent. Pendant les quatminutes et demie la camZra
ne montre que les james, le visage cachles ttes du joueur et la
balle Apres un moment, wir les memes images nous faigmser quOil
nOy aura pas de nceile action et que IQartiste nous effassez de
temps mur pouvoir trouver des rsgectives diffZentes " interprZter
le sens.

LOabsence de IOidentitZ du joueur signifie Zgalemenbgueel@eut
pas le elier awec une histoie, une action ou un acteuDu coup le
pouvoir quOil eprZsente manque les limites teonelles comme le
dZbut et la fin) et enwie " 10id& de I10ZternitZ ou de IOintenatitZ

Alors, on se pse la question suivante : comment cette \idZ&flete-

t-elle la mZmoie collective ou quelle est sa contribution auxaives
de mZmoie ?

LOusage de rZpZtition comme geste agaaphique @ut constituer
un choix pour I@xpression de memento mori et que cela nous dirige
vers une |eture des vidds dont le sujet est le corps humain. Dans
cette vidd, le corps qui contr™le la vitesse et laedtion de la balle
contr™le Zgalement lgthme de la vidd et les rZpZtitions des im-
ages. Al lieu de combatte awec le memento mori, IQartiste accentue
la force invisible qui joue agc les vies des audis, qui d¥ore les
corps. On dirait quOil faitessortir ou encae fait visible le puvoir
moderne qui est meme en contr™le de la vie et de la mort dessautr
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Donc, la rZpnse " notre question sur la mZmair colletive est que
IQartiste ajoute dans leschives de nos signes cotitifs le caractee

inZvitable, envahissant de la fae militaire ou du uvoir politique

particulierement dans son pays, qui construit, uhde et dZore les
corps de la meme fason quOune madte rangers fait dater une balle
contre le mur

tcom2n

Seza Pakeartiste contempraing vit et travaille ™ Ustanbul et Paris.
Elle utilise divers m&liums comme formes éépressions, tels que la
photographie IQinstallation, le collagée dessin et le son. A trars
ses images, elle fait soant rZfZence ~ |Ohistoir de 10art, aux pas-
sages du temps, " la sende guere mondiale et aux subivitZs des
perspectives. Dans ses vidi&, elle fait souent usage des images sta-
tiques @es photos) qui gagnent de la mobilitZ " trass leurs elations
au temps, " IOhistaret aux mZmogs des sgotateurs.

Sa vid®, intitulZe La Longue marhe rZalis2 en POOO, nous prZsente
une sZrie de photographies en noir et blanc, disgs les une apres
les autes. Ce sont des photos appartenant aughaves ersonnelles

de |Qartisteprises par son pe dans les anres POUR. Les photos ont
ZtZ prises lors de la fondation dOlsra‘l, aucdu pays. Sur les pho-
tos, des animations de tulgs en couleurouge et violet sont crZ

" 10aide dOundinateur La musique au meme titr que [Dvr e ac-
compagne les images.&@fla picce musicale de Max Roach etckie
SheppinspirZ par la mache de Mao Zdong, le chef de la lutte com-
muniste chinoise On dirait que ot un hommage " la batterie et
aux batteurs. Leythme de la musique et la diffusion des images sont
dans une totale harmonieDans cette vidd@ qui dure U minutes et
demie on wit les visages hewux et pleins d&3mir des hommes et
des femmes. lIs travaillent dans un chapgonstruisent une maison,
voyagent dans uneaeiture ~ chevauxETous souriaient ~ un aenir at-
tendu depuis assez longtemps. Les tebpapparaissent et disparais-
sent pres des figues, en cordination awec la musique Contraire-
ment aux photos, les tulips sont toujours mobiles. Ellesos@rent,
tournent, se ferment, léurissent, grandissentE. Parfois oroN des
oiseaux dans le ciel, toujours en noir et blanc, accompagnZs par une



nouvelle forme de tulig. Apres cing ou six photos, la vidZ se ter-
mine awec une photo de singe derrierune cage

La longue mache qui sOZtend sur eneir PY.RRR kilom«s de 1&-
mZe rouge chinoise dans les aneZ POUU et POUU, densemime le
plus important syminle de victoie de la lutte communiste chinoise
Cependant, le corlft israZlo-palestinien ré3t pas rZsolu depuis des
dizaines dOane et I8sir que IOn voit clairement sur les visages
des ersonnes sur les photos se fanent comme des adifst-ce une
longue mache ~ parcourir encoe pour les dZennies " \enir ? Ou
ces euples sont-ils destinZs ester prisonniers de leur sort, comme
le singe dans la cage 2udieu dOappter des rZpnses ou faie des
remaiques sur la situation plitique contempmraing Seza Paker nous
laisse aec des questionsqur une interrogation keaucoup plus po-
fonde

Seza Paker fusionne les images fixes et les images mouvantes, ~
sawir les photos et les images mobilesgiuites ~ I@rdinateur Fu-
sionner des diffZents mdiums dZonstruit Zgalement les formes
connues afin de crét de nouelles ssibilitZs d@pression. Par con-
sZjuent, meme si elle utilise des images fegzdans un mdium mou-

vant comme la vidd, 10intZgration des animations sur les photesd
IOimage toujours dans un Ztat develeir. Le temps ne nous ramene
pas dans le passiheme si les photos appartiennent aux aresZPOUR.

Dans son live sur Seza PakemtitulZ Refeksif Akdpkanldkldtes
AuiditZs instinctives), Ali Akay interprste cette fusion ainsi :
a-.;<6..Q"=3.=&3<!3'8";(6=3"8: (;'5< Q< <05(? ",
=5 & ?'5.:' < 8" %65;(9='5< Q '5 ;&=7:"5< ?" ; 3' +=<=: 8"

=5 & ?75. 4.5=: &= 8";(' <&=8(;5< Q 'C "2" 86;
&5 9= <65 6=7 <;T "2" Q"=3/= &’ &'5; 3 <'48;' <
J486; = %' 9=, < 868=3".)Q "%="3.' &'5; ;65 " < 3'

%65%'8& .5<'48"; <.® .5<'486:'3 &' ' C%-'Q'5 &($6: &"5< 3’
<'48; ;=1 3=14)4 eN

Devenir mineur est apliquZ par Deleuze et Guattari comme une

transformation qui poduit Oson prpre point de sous—d\?elqppe—
ment, son popre patois, son tiers monde " soi, son dZsert ~%8 On
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entend par IQart en Ztat minel®art qui est ~ #PposZ de la cultue
populaire/commeciale de la standatisation. Ainsi, Paker est mar-
ginale par rapprt ~ son temps. Gt un art qui ompt les conen-
tions de son temps. Elle se place 6pposZ de la pns2, de |Qiddo-
gie majeue, dominante de son temps. lles@uit que Seza Paker ne
traite pas IOhistaércomme un passZ ni comme un prZsent oe il faut
en conclue les consguences mais elleqse des questions oevtes
qui nous emmene grs le futur

Elle nous monte les photos de IOlIsra‘l des amsOUR mais cestO
pas @ur exposer un tZmoignage de cetteatue Au contraire, par le
biais des tuli@s dans un Ztat de denir sans cessdaker nous mon-
tre le temps en tant quOune dargui sGuvre vers les futues intermo-
gations. Suprposer les animations et les photos erzine multitude
des couches dOimagesmettant de elier les tempralitZs aec plus
de possibilitZs. Cette &hnique de mixage elvre vers la poduction
dOune nowlle tempralitZ comme dans le cas Ha Longue mahe

Le mixage comme geste esthZtique sert ~ conceptualiser la vie des
images par le motif de IQincarnation. LOincarnation, au sensude 10
verture de IOimage au epateur se fait par IQintZgration du temps
comme une gtra dimension aux images. En gagnant une autfi-
mension, les photos darsa Longue mathe ne nous rapprtent pas

au passZ qefles Ztaient prises mais elles se cartgnt toujours vi-
vantes. On put ainsi dile que les images de Seza Paker se aomp
tent comme une mZmair vivante qui est en train de se constrajr
toujours dans un Ztat de denir.

LOartiste vient dOune famille immigrde la Palestine " Istanbul.
Cette vidd se forme lors de sa deuxisme visite en Isra‘l en POOO, au-
dessus de la mZmairdes achives des photos appartenant aux an-
nZes POUR. Elle laisse ifiue actuelle de c™tPar consguent,

ce quélle ajoute " ces ashives personnelles va plus loin quOune in-
terrogation sur IQidentitZsur les rves de soialisme ou sur I0in-
dZmendance /la domination des deux pays. Elle transforme les images
gZnZriques de IOhistien un deenir toujours ouwert aux question-
nements mineurs, qui se situent "dfposZ de banal, des normes
dominantes.



rZpZtition, enwoie ~ une reprZsentation du temps comme un

prZsent Zternel, tandis que la dilatation ou la contraction des
durZes Zioque la notion de vitesseEnfin, on avait notZ que le geste
du mixage eprZsente le temps comme la derZ

I e geste/ la tehnique esthZtiguecomme la tehnique de la

Les images de memento mori sont gZnZralemergsiZla mortalitZ

du corps qui fait surgir le sentiment dOincapacitZ ou dOimpuissance
face au temps. Par congident, leprZsenter le temps par le biais de

la rZpZtition dans les images vidgraphiques, comme on IQa vu chez
Kazma et ...zgen, nous conduit seatv aux images du corps humain

via le concept de memento mori. Il sQagit ~ la fois de formes @spr
sionnantes de rZsistance et de laguction du corps humain face au
temps ou encag du ppuvoir moderne qui est en contr™le de la vie et
de la mort des auss.

Ce pemier geste esthZtique est suivi par IQutilisation du celui de mix-
age Dans les vidds de Halil Atldnder et Seza Pakee mixage est la
technique choisie pur souwent regrouper les images hZt@genes. Ce
regroupement rappoche les histoies sZpars et les elie dans une
meme durZ. En gZnZral, ce sont les histes appartenant ~ des in-
dividus diffZents qui se touvent dans une meme situation difficile

" surmonter, comme les rZfugiZs syriens dans la vaddlItdndee.
Dans le cas de Seza Pakkss images gZnZriques de IOhistsiont
transformz#s en un deenir toujours ouwert aux questionnements
mineurs, qui se situent " pposZ des normes dominantes. Ainsi, une
image appartenant au passZ sOincarne dans le prZsent et meme dans
le futur en tant quOune mZmeitoujours vivante Ce motif de IQin-
carnation est Zgalement visible dans les deux esi@r£4lentes.

Par ailleurs, " traers la vidd de Halil Alténdeg, une noulle signi-
fication culturelle de 1OabstitZ du discours dominant est prZsestZ
par le biais de la juxtapsition des images filmiques des éis Zrene-
ments saiopolitiques.

Une piste de rdéxion ultZrieure serait dOajouter dOastgestes es-
thZtiques/tehniques ~ ceux de mon Ztud€omme la vidd est un

IMAGINATIONS



art contemprain, elle est toujours dans un Ztat dewdir et de sOac-
tualiser Par consguent, il faut suive les plus réentes poductions
artistiques et en dduire les diers gestes etgrspectives. En plus, la
technologie se dZloppe ~ une vitesse tres rapide tout en ouvrant de
nouvelles wssibilitZs dhregistement dOimages.

Une deuxieme piste de rixion serait une Ztude qui aurait comme
projet de oir comment les images vidigraphiques sOintegnt dans
la technologie tout en gatant son asgct de tempralitZ
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