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De la contemplare la constructia de situatii

de Razvan lon

Morala cetateanului consta in considerarea securitatii
colective ca o chestiune mai importanta decéat orice
forma de supravietuire. Dacd morala este acum
morala placerii, a fericirii indivizilor, si nu virtutea
cetateanului, atunci supravietuirea se afla sub semnul
intrebérii. Dacd nu mai raméne nimic din datoria
cetateanului, daca nu mai avem sentimentul ca tre-
buie sé fii capabil sa te bati pentru a-ti pastra sansele
de placere si de fericire, atunci suntem intr-adevar in
acelasi timp stralucitori si decadenti (Raymond Aron).
O societate de spectatori fara reactie, imuna la indis-
cretie si abuz, o societate contemplativa isi reduce
sansele la constructie si progres. Revolta, glasul ridi-
cat, cu sau fara imediata reactie a unei autoritati este
necesara in procesul de constructie a unei democratii,
a unei comunitati puternice sub exercitiul solidaritatii.
Daca pamantul potrivit unei filozofii pesimiste a istoriei

apartine brutelor, atunci societatea stralucitoare poate
fi societatea condamnata. Ce ar putea fi lumea in care
traim fara o perversitate academica, literara, care sa
ne permita sa vedem bataliile care se duc la nivel teo-
retic intre diferite concepte disjuncte, disruptive, intr-
o traducere neliniara, neacademica si mai putin fidela
textelor etimologice.

Dezbaterea disruptivitatii conceptelor pe care arta le
uzeaza pentru a-si legitima pozitia, fie ea autonoma,
fie heteronoma - in sensul lui Jacques Ranciére - care
defineste arta politica, pe de-o parte, ca o politica a
"autonomiei" (lupta artistilor de a fi recunoscuti ca
practicieni ai unei discipline autonome, cu dreptul de
avea un loc distinct, independent in societate) si de
cealalta parte, o politica a "heteronomiei" (lupta artei,
in schimb, de a fuziona cu realitatea sociala, de a uti-



liza societatea ca pe un material care poate fi organi-
zat conform regulilor artistice) este un proces indelun-
gat. Sau cum afirma chiar el, "o arta critica este (...) o
negociere specifica (...) aceasta negociere trebuie sa
pastreze ceva din tensiunea care impinge experienta
estetica inspre reconfigurarea vietii colective si ceva
din tensiunea care extrage puterea sensibilitatii estet-
ice din alte sfere ale experientei, precum si urzeala
vesnica a artistului de a fi cand in interiorul socialului,
cand in afara lui, depinde de beneficii/contexte, intro-
duce ideea unei discontinuitati la nivelul socialului care
permite aparitia rupturilor"

Pledoaria pentru o valoare sociala intrinseca a artei
este complicata, daca nu o presupui din start ca fiind
adevarata. Implicatiile artei sunt profunde si, pana la
un punct, arta poate fi aparata in termenii altor valori,
cum ar fi, printre altele, utilitatea ei, libertatea ei, es-
tetica ei si mesajul ei, dar atunci cand insasi arta intra
in conflict cu unele dintre aceste valori, se ivesc cele
mai brizante intrebari.

Ce avem nevoie astazi? Un stat minim? Un stat al
egalitatilor? Un post-stat? Unde intervine rolul si
metodologia artei? Poate fi ea un mijloc de lupta, pro-
gres, dezbatere?

Daca arta contemporana ar fi raspunsul, intrebarea
este cum poate fi facut capitalismul mai frumos? Dar,
arta contemporana nu este numai despre frumusete.
Este, de asemenea despre functie. Care este functia
artei in cadrul capitalismului dezastruos? Arta contem-
porana se hraneste cu firimiturile redistribuirii masive
a bogatiei si "pe scara larga de la cei saraci la cei bo-
gati, realizata prin intermediul unei lupte de clasa din
sus in jos, in curs de desfasurare" (David Harvey).
Productia de arta traditionala poate fi un model pentru
noii imbogatiti, model creat de privatizare, expropriere,
si speculatji. Desigur, tot in sistemul de arta exista si
exploatare, exista si muncitori asupriti (artisti). Arta
politica prin institutiile pe care le creeaza poate crea
un nou model de ordine sociala pentru ca a generat
deja un model exploatat si experimentat (Boris Groys).
Asa cum Hannah Arendt sublinia, nu trebuie sa
creeam o noua clasa, ci sa refuzam toate clasele. Ar
trebui s& intelegem spatiul artistic ca unul politic in loc
sa reprezentam situatiile politice din alte zone. Arta nu
este in afara politicii, politica ei rezida in productia,
distributia, receptarea ei. Daca luam acest lucru in
considerare, poate vom depasi platitudinea politicii de
reprezentare si lansam un nou tip de politica care este
acolo, in fata ochilor nostri, gata sa se lase im-
bratisata.

Interdependenta dintre arta, politica si teorie, cu un ac-
cent deosebit asupra conceptului de “politic”, este ar-
ticulat si dezvoltat de Chantal Mouffe. in cele dou&
decenii de la publicarea lucrarii "Hegemonia si strate-
gia socialista" (1985) a lui Ernesto Laclau si Chantal
Mouffe, Mouffe a urmarit conceptele de politic,
democratie radicala, antagonism si agonism, printr-o
serie de lucrari: "Intoarcerea politicului" (1993), "Para-
doxul democratic" (2000) si "Despre Politic” (2005).
Respingand modele acceptate ale democratiei care
delibereaza, perfectionate de ganditori cum ar fi Jur-
gen Habermas si John Rawls, Mouffe sustine un
model ‘agonistic’ pentru solicitarea ‘democratiei radi-
cale’, "avem nevoie de un model democratic capabil
sa cuprinda politicul”. Pentru Mouffe "democratia rad-
icala” este un spatiu care recunoaste existenta con-
flictelor ireductibile si materializeaza pasiunile
irationale care le inspira. Totusi, modelul lui Mouffe
pentru democratia radicald se multumeste doar sa
mentind antagonisme sociale pana in méasura in care
rezolutia lor finala poate fi conceputa intr-o violenta vi-
itoare. Cerinta primara a politicului democratic nu este
sa elimine pasiunile din sfera publicului, pentru a re-
aliza un consens rational posibil, ci pentru a mobiliza
acele pasiuni inspre modele democratice.

"Nu vad relatia dintre arta si politica in termenii unor
doua domenii constituite separat, arta pe de-o parte
si politica de cealalta parte, intre care o relatie ar tre-
bui sa fie stabilita. Exista o dimensiune estetica in
politica si existd o dimensiune a politicului in arta. De
aceea , eu consider ca nu este utila o distinctie intre
ceea ce este arta politica si non-politica... Problema
adevarata afecteaza posibilele forme ale artei critice,
caile diferite in care practicile artistice pot contribui
pentru interogatia hegemoniei dominante" (Chantal
Mouffe).

Undeva trebuie sa apara actiunea in raport direct cu
sensul sau opus: nonactiunea. Pornind pe urmele lui

Hegel se poate spune ca cunoasterea si actiunea nu
pot fi separate si din aceasta perspectiva realul are in
totalitate caracteristica pe care Kant o acordase numai
vietii si artei, acea finalitate fara scop care amesteca
actiunea si cunoasterea. Metoda analizei realului nu
este logica pura, clasica, ci dialectica, menita sa
dezvaluie laturile contrarii, si istoria, care inregistreaza
evolutia lucrurilor din realitatea tensionata de con-
tradictii. Prima miscare de manifestare a virtualitatilor
sale o face Ideea Absoluta in directia cea mai net con-
trara, aceea a Naturii, care nu exista decét repetitiv,
in spatiu. Devenind Istorie a umanitatii, [deea Absoluta
recupereaza dimensiunea temporalitatii si, par-
curgdnd aceasta istorie, ajunge la concretetea
Cunoasterii Absolute: in acest fel, ceea ce a fost in-
sine, virtual, in Ideea Absoluta, devine si pentru-sine,
trecut prin existenta si reflectat in gandire. Directia
acestei miscari este o acumulare de determinatii, o
crestere, cum spune Hegel, a concretului.

in sens filosofic, totul este adevarat. insa arta pre-
supune si un '"regim estetic' asumat (Jaques
Ranciere), adica trebuie luata in calcul perspectiva
utilitatii demersului artistic pentru societatea in care el
este creat; acest utilitarism ne permite sa vedem sen-
surile reale ale artei si ale demersului unui creator.
Ambitiile artei contemporane par a fi legate de puterea
ei de a da lumii un simbol, despre care ea crede ca
lumea ar avea nevoie, sau pe care aceasta il
asteapta, insa fata de stat artistii au o atitudine mai
degrabé& anarhista decét una de parteneriat, iar acti-
unea - vazuta ca activism - a devenit o batalie disrup-
tiva impotriva ingradirilor de toate tipurile.

De ce vorbim astazi, in cAmpul artei, despre critica in-
stitutionald, sau critica Tmpotriva institutiilor sociale,
politice sau artistice? Raspunsul este foarte simplu:
deoarece (inca mai) credem ca arta este intrinsec
dotata cu puterea de a critica. Desigur, nu ne referim
aici doar la critica de arta, ci la ceva mai mult de atéat,
la capacitatea artei de a critica lumea si viata de din-
colo de propriul ei domeniu si chiar, facand aceasta,
de a le schimba pe améndoué. Aceasta include totusi
un oarecare grad de autocritica sau, mai exact, prac-
tica autoreflexivitatii critice, ceea ce inseamna ca ne
si asteptdm — sau cel putin obisnuiam sa ne asteptam
— ca arta s& constientizeze Th mod critic conditiile sale
de posibilitate, ceea ce inseamna, de obicei, conditiile
sale de producere. Aceste doua conceptii — a consti-
entiza conditile sale de posibilitate si, respectiv,
conditiile sale de producere — indica doua domenii ma-
jore ale criticii moderne: domeniul teoretic si cel prac-
tic-politic. Kant a fost cel care a lansat interogatia
asupra conditiilor de posibilitate a cunoasterii noastre
si care a inteles in mod explicit aceasta interogare ca
fiind un act de critica. De aici, inainte se poate spune
ca reflectia moderna fie este critica — in acest inteles
autoreflexiv —, fie nu este moderna. (Boris Buden).
Dar, represia freudiana, foucauldianad, postmoderna,
stalinistd, leninista s.a.m.d este identica, iar ceea ce
poate face diferenta este epatarea eu-ului si putinta
lui de a spune "nu" statului asupritor (fara a se trans-
forma intr-un stat anarhist lamentabil)

Suntem deja in stadiul in care putem admite ca
aparatul revolutionar este o parte constituenté a hege-
moniei. Rezistenta nu este reala din partea socialului,
atata timp cat ea este asimilata structurii hegemonice
si ulterior transformata intr-un motor generator al en-
titatii holiste. Daca dorim s& vorbim de o forma, de un
tip de rezistenta, aceasta are loc in sens invers, hege-
monia prin insasi structura rizomica si potentialul to-
talizator de asimilare, rezista Tncercarilor
micro-entitatilor socio-politice de a ii nega puterea de
regenerare si calitatea definitorie constructiei sale in-
destructibile: relatia atemporala intre posibilitatea de
adaptare si subminarea intentiei umaniste de schim-
bare sociala.

Privind revolutiile trecute, inclusiv prin perspectiva lim-
itata subiectului pseudo-victorios pe care ne-o ofera
istoria: revolutia franceza, revolutia din Octombrie,
caderea Zidului Berlinului si revolutiile din '89 etc,
toate au esuat in incercarea de dizolvare a "unei"
hegemonii, sau Tn incercarea de a inlocui "0" structura
hegemonica cu "alta". Prin inlocuirea sistemului
politic, lupta nu a incetat ci entitatea holista s-a adap-
tat unui nou tip de ordine sociala prin transferul de in-
fluenta de la "direct power" |a "soft power" sau invers.
Lupta cu "politicul" a continuat si dupa plangerea
eroilor si profanarea CONTRA-revolutionarilor. Tn
aceste conditii, trebuie s& recunoastem naivitatea dis-
cursului care admite mai multe structuri hegemonice

simultan si recunoaste in revolutie, victoria unei hege-
monii asupra altei hegemonii.

n momentul in care vom constientiza ca revolutia nu
este o forma de rezistenta, ci un catalizator de progres
social, nu va mai fi nevoie de victime inocente si
daune colaterale. Asa cum hegemonia ne asimileaza
toate formele de manifestare, am putea identifica in
structura hegemonica posibilitatea de a reloca multi-
culturalismul din politica guvernamentala in discursul
civic, deviind falsa globalizare focusata pe economia
de piata si generarea capitalului virtual policentralizat,
intr-o globalizare a discursului critic, benefica micro-
societatilor.

In acest sens, reprezentarea situatiilor transcende cal-
itatea documentarii ororii ca estetizare a unei forme
de adevar social, inspre deconstructia critica a situ-
atiei, oferind posibilitatea nu doar de a contempla un
status-quo, ci si a unei interventii din partea societatii
civile. Si totusi este indeajuns sa ne rezuméam la es-
tetica deja clasica a reprezentarii prin document? Nu
este acest tip de discurs deja epuizat si redundant
pentru spatiul public?

Trecerea criticii institutionale de la mediul academic la
structurile independente, este mai mult decat bin-
evenita tranzitiei deja simtita in discursul critic artistic.
In ea regasim resursele necesare de a depasi mo-
mentul contemplarii situatiei, posibilitatea de a con-
strui situatii si structuri functionale in spatiul public cu
propriul aport discursului critic si care in acelasi timp,
pot functiona ca o institutie alternativa formelor clasice
de guvernamant. Avem resursele de a ne contempla
viitorul. Suntem in momentul in care actul artistic
poate legitimiza cel mai bine o asemenea pozitionare
fata de entitatea holista, hegemonia.

Discursul teoretic, publicatia si expozitia - ca mod de
interactiune direct, aduna pozitii ale unor génditori si
artisti din generatii diferite care refuza sa participe in
prescriptiile obosite, prafuite, ale pietei si autoritatii, si
creeaza, in schimb, noi metode radicale de angajare,
de actiune. "From Contemplating to Constructing Sit-
uations" incearca sa dezvolte un concept indispens-
abil, contemporan, al schimbarii politice - un concept
care transcede formularile desuete despre insurectie
si rezistenta.

Contemplarea nu este actiune. Este asteptarea ca
actiune, regresul societal, indiferenta individuala. Tre-
cerea de la contemplarea situatiei, de la
reprezentarea ei, la constructia de situatii trebuie re-
alizata imediat, fara intarziere. in caz contrar vom
contempla o societate condamnata. Dreptul la in-
dignare si protest nu ti-I aloca nimeni, il revendici. Sa
invatam de la "Los Indignados" spanioli. S& invatam
dreptul la a fi indignati.

Prea mult sénge si cerneala au curs pentru ca
masinaria revolutionara si cea artistica sa ramana
separate.
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From Contemplating to
Constructing Situations

by Razvan lon

The morality of the citizen resides in his considering
that the collective security is more important than any
survival whatsoever. If the moral now is the one of
pleasure, of the happiness of individuals, then survival
lies under a question mark. Should nothing more be
left of the citizen’s morality, should we be devoid of the
feeling that we ought to be able to fight in order to
keep your chances for pleasure and happiness, then
we are both shiny and effete (Raymon Aron). A society
of spectators empty of feedback, invulnerable to indis-
cretion and abuse, a pensive society diminished its
chances to build and progress. The riot, the screaming
voice, with or without the immediate response from
authority is necessary in the process of building up a
democracy, a powerful community under the practice
of solidarity. If the suitable soil for a pessimistic phi-
losophy within history belongs to the thug, it follows
that the glamorous society can be the condemned
one. What would the world we are living in without an
academic, literary perversion enabling us to watch the
fights occurring at the theoretical level between differ-
ent disjoint, disruptive concepts, of an irregular, non-
academic translation respecting vaguely etymological
texts.

The debate concerning the disruptiveness of concepts
that art employs to legitimize its position, be it self-di-
rected, or submissive — in Jacques Ranciere’s inter-
pretation — that defines the political art, on one side,
as a policy of “autonomy” (the artists’ struggle to be
recognized as practitioners of an autonomous disci-
pline, with the entitlement for a privileged position, de-
tached within the society) and on the other side, a
policy of “heteronomy”( the battle of art itself, yet, to
fusion with the social reality, to consume the society
as a compliant material that can be organized accord-
ing to artistic conventions) is a protracted process. Or
as he himself notes, “a critical art is (...) a precise ne-
gotiation (...) this negotiation must hold on to some of
the tension pushing the aesthetic experience towards
the reconfiguration of collective life and to some of the
tension pulling out the force of aesthetic sensitivity
from different realms of the experience, as well as the
eternal undulation of the artist to be sometimes inside
the social, sometimes outside it, according to the ben-
efits/contexts, it introduces the idea of a discontinuity
alongside the social which permits the creation of rup-
tures.”

The plea for built-in social value of art is complicated,
unless one presumes it from the start as being true.
The implications of art are very unfathomable and, up
to a certain extent, art can be safeguarded in terms of
other values, such as, among others, its utility, its sov-
ereignty, its aesthetic and its message, however, when
art itself conflicts with some of these values, some of
the most shattering questions emerge.

What do we need today? A basic state? A state of
equalities? A post-state? Where does the role and
methodology of art intercede? Can it be a tool for
struggle, progress, debate?

Should modern art be the answer, then the question
is how can capitalism be made more beautiful? Yet,
modern art is not just about beauty. It is also about
function. Which is the function of art in the disastrous
capitalism? Contemporary art feeds with the crumbs
of the massive wealth redistribution and “on a large
scale from the poor to the wealthy, made through an
ongoing downward battle between the classes” (David
Harvey). The production of traditional art can serve as
model for the nouveau riche, model designed by the
privatization, expropriation, and speculations. Cer-
tainly, within the art system there is exploitation, there
are also exploited workers (artists). Political art
through the institutions that it creates can make a new
model of social order because it has already gener-
ated an exploited and practised model (Boris Groys).
As Hannah Arendt noted, we need not create a new
class, but rather to reject all classes. We should un-
derstand the artistic space ca a political one instead
of representing political situations from other areas.
Art is not detached from politics, its politics resides in
its production, its distribution, its perception. Should
we consider this for a fact, perhaps we will surpass
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Erwin Wurm, "Banana", installation, socket, polyester, paint, 16 x 4 x 4 cm, 2002. Courtesy of the artist.

the flatness of the representation policy and launch a
new kind of policy that is already there, right in front
of our eyes, ready to be embraced.

The co-dependency between art, politics and theory,
with a special focus on the concept of “politic”, is em-
phasised and extended by Chantal Mouffe. During the
two decades since the publishing of the paper “Hege-
mony and socialist strategy” (1985) of Ernesto Laclau
and Chantal Mouffe, Mouffe closely watched the con-
cepts of politic, radical democracy, antagonism and
agonist, through a series of papers: “Return of the
politic” (1993), “Democratic paradox” (2000) and
“About the politic” (2005). Rejecting the accepted
models of democracy, perfected by men of wisdom
such as Jurgen Habermas and John Rawls, Mouffe
support an “agonistic” model for the claim of “radical
democracy”, “we need a democratic model capable to
encompass the political”. For him the “radical democ-
racy” is a space that recognises the existence of irre-
ducible conflicts and materialises the irrational
passions that it inspires. However, Mouffe’s model for
the radical democracy does it by only maintaining the
social antagonisms until their end-resolution can be
conceived in a future violence. The basic requirement
of the democratic politics is not to extinguish the pas-
sions from within the public, in order to create a pos-
sible rational consensus, but rather to focus those
passions towards democratic models.

“l do not see the relation between art and politics in
terms of two domains constituted separately, art on
one side and politics on the other, between which a
relationship should be established. There is an aes-
thetic dimension in politics and there is a dimension
of politics in art. For that reason, | consider that a dis-
tinction between what political and non-political art
represent, it is not useful.. The real issue is affecting
the possible forms of critical art, the various manners
in which artistic practices can contribute for the ques-
tioning of the dominant hegemony” (Chantal Mouffe).

Somewhere action must appear in direct relation to its
antonym: non-action. Tracing Hegel back, it can be

stated that knowledge and action cannot be dissoci-
ated and from this perspective reality has completely
the characteristic that Kant had conferred to life and
art only, that purposeless finality that merges action
and knowledge. The method to analyse reality is not
pure logic, the classic one, but the dialectic, aimed to
reveal opposing sides, and history, which records the
evolution of things in the contradictions pressured re-
ality. The first manifestation step towards its potential-
ities is made by the Absolute ldea in the exact
opposite direction, that of Nature, which only exist re-
currently, in space. Becoming History of humanity, the
Absolute Idea regains the dimension of temporality
and, going on this path, reaches the concrete Absolute
Knowledge: this way, what was in-self, virtually, in the
Absolute Idea, becomes for-self, passing through the
existence and reflected in knowledge. The direction of
this movement is an accumulation of determinations,
a growth, as Hegel says, of the concrete.

In the philosophical meaning, everything is true. But
art also requires an assumed “aesthetic
regime”(Jaques Ranciéere), meaning it must be kept in
mind the perspective of the utility of the artistic en-
deavour for the society in which it is being created; this
utilitarianism allowing us to the real meanings of art
and of the artist’ endeavour. The ambitions of contem-
porary art see to be connected to its power to provide
the world with a symbol, of which it believe the worlds
needs, or the world expects, but towards the state the
artists show a rather anarchist attitude as compared
to a partnership approach, and the action — seen as
activism — became a disruptive battle against limita-
tions of any sort.

Why do we discuss today, in the field of art, about the
institutional critic, or about the critic against social, po-
litical or artistic institutions? The answer is very simple:
because (we still) believe that art is inherently gifted
with the power to criticize. Of course, we refer not only
to the art critic, but beyond that, to its capacity to crit-
icize the world and life past its own sphere and even,
by doing so, to change them both. This includes a cer-



tain degree of self-critic or, more precisely, the practice
of critic self-reflexivity, which means that we also ex-
pect — or at least we used to expect — that art would
acknowledge itself its own capability conditions,
meaning, generally, its production capacities. These
two concepts — to acknowledge its possibility condi-
tions and, respectively, its production capacities — in-
dicate two major segments of modern critics: the
theoretical and the practical-political one. Kant was the
one to initiate the questioning regarding our knowl-
edge possibility conditions and who understood ex-
plicitly this query as an act of critics. From then on it
can be stated that modern reflexion is either critics —
in this self-reflexive sense -, either it is not modern.
(Boris Buden). But, the Freudian repression, Fou-
cauldian, post-modern, Stalinist, Leninist etc is identi-
cal, and the only aspect able to set the difference is
the slay of the ego and its ability to say “no” to the sov-
ereign state(without transforming into a lamentable
anarchist state).

We are already in the stage where we can admit that
the revolutionary apparatus is a constituent part of
hegemony. The resistance is not real coming from the
social, as long as it is assimilated to the hegemonic
structure and next transformed into a production en-
gine of the holistic entity. Should we want to discuss a
manner, a type of resistance, this takes place back-
wards, hegemony through the rhizome structure and
totalling assimilation potential resists micro-societies
socio-political attempts to deny its regeneration force
and the characteristic quality particular to its indestruc-
tible construction: the timeless relation between the
adaption possibility and the suspension of the human-
istic intent of social change.

Looking back to past revolutions, including from the
limited perspective of the pseudo-winning subject that
history offers: the French revolution, the October rev-
olution, the fall of the Berlin Wall and the '89 waves of
revolt, they all failed in the attempt to disperse “a”
domination, or to replace “a” hegemonic structure with
“another”. Through the replacement of the political
system, the fight is not over, but merely the holistic en-
tity adapted itself to a new type of social order through
the transfer of influence from “direct power” to “soft
power” or vice versa. The battle with the “political” con-
tinued even after the heroes have been mourned and
after the anti-revolutionists sacrilege. In these condi-
tions, we must admit the naivety of the speech admit-
ting to more simultaneous hegemonic structures and
acknowledges through a revolution the victory of a
hegemony over another hegemony.

When we will acknowledge that the revolution is not a
form of resistance, but rather a catalyst in the social
process, then innocent victims will no longer be nec-
essary, and neither will be collateral damage. As the
hegemony assimilates all our means of expression,
we could identify in its structure the possibility to relo-
cate the multi-culturalism of governmental politics into
the civic speech, diverging the false globalisation fo-
cused on market economy and generation of the vir-
tual policentralised capital, in a globalisation of the
critic speech, beneficial to all micro-societies.

In this regard, the representation of situations sur-
passes the quality of documenting the recoil as a
means of disguise a form of social truth, towards the
analytical defragmentation of the situation, offering the
possibility not only to contemplate a status-quo, but
also for an intervention from the behalf of the civil so-
ciety. And yet, is it enough to limit ourselves to the al-
ready classical aesthetics of representing through
document? Is this manner of speech not already ex-
hausted and redundant for the public space?

The transition of institutional critics from the academic
environment to the autonomous structures is more
than welcome for the conversion that already began
in the critical artistic speech. We find there the neces-
sary resources to overcome the moment of contem-
plating the situation, the possibility to construct
situations and functional public structures bringing
their own input on the critic speech and which, at the
same time, can function as an alternative institution to
the classical forms of regulation. We have the re-
sources to contemplate our future. We are in the it mo-
ment when the artistic act can legitimize best this kind
of positioning in front of the holistic, hegemonic entity.

The theoretic speech, publication and exhibit — as a
means of direct interaction, gathers positions of some

thinkers and artists from different generations that re-
fuse to participate in worn-out, dusty prescriptions of
the market and authority, and they create, in response,
new radical methods of commitment, of action. "From
Contemplating to Constructing Situations" attempts to
expand an indispensable, contemporary concept of
political change — a concept that rises above the ob-
solete formulations about insurrection and resistance.

Contemplation is not an action. It is expectation as an
action, societal regress, individual indifference. The
transition from contemplation of a situation, from its
representation, to constructing situations must be un-
dertaken immediately, without further delay. Con-
versely, we will contemplate a condemned society.
The right to resentment and protest is not being as-
signed by anyone to you, you just claim it. We should
learn from the Spanish “Los Indignados”. We should
learn the right to be indignant.

Too much blood and ink have been spilled for the rev-
olutionary machinery and for the artistic one to remain
separated.
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Probleme preliminare in con-
struirea unei situatii

de Internationale Situationiste

"Construirea situatiilor ihcepe dincolo de ruinele
spectacolului modern. Este usor de observat cat de
mult, insusi principiul de baza al spectacolului- non-
interventia - este conectatéa alienarii vechii lumi. Prin
opozitie, experimentele revolutionare in cultura, cele
mai pertinente, au incercat sa darame identificarea
psihologica a spectatorilor cu eroul, pentru a-i deter-
mina sa actioneze... Situatia este astfel menita sa fie
traita de constructorii sai. Rolul jucat de un public
pasiv, sau implicat doar partial, trebuie diminuat con-
stant, in timp ce, cel jucat de aceia care nu pot fi nu-
miti actori, ci mai degraba, cu un alt inteles al
cuvantului, "cei care traiesc", trebuie sa cresca
rapid."-Raport asupra Construirii Situatiilor

Conceptia noastra despre o "situatie construitd" nu
este limitata la folosirea integrata a mijloacelor artis-
tice pentru crearea unei ambiante, indiferent de cat
de puternica ar fi forta sau extinderea spatio-tempo-
rala a acelei ambiante. O situatie este de asemenea
un ansamblu de comportamente iterate in timp. Este
compusa din actiuni continute intr-un decor tranzito-
riu. Aceste actiuni sunt produsul lor si al decorului si,
la randul lor, produc decorurile si alte actiuni. Cum
pot aceste forte fi orientate? Nu ne vom limita la o
simpla experimentare empirica cu medii in cautarea
unor surprize provocate mecanic. Directia experi-

mentala reala a activitatii situationiste consta in in-
scenarea, in baza unor dorinte mai mult sau mai
putin clar recunoscute, unui cdmp de actiuni tempo-
rare, favorabil acestor dorinte. Aceasta singura poate
conduce la clarificari ulterioare ale acestor dorinte de
baza, si la aparitia confuza de noi dorinte, ale caror
fundamente materiale ar fi tocmai noua realitate
reprezentata de constructiile situationiste.

Trebuie sa gandim un soi de psihanaliza orientata
situationist, in contrast cu scopurile urmate de
curentele variate ce au rezultat din freudianism,
fiecare dintre participantii la aceasta aventura de-
scoperind dorinte pentru ambiante specifice pe care
sa materializeze. Fiecare persoana trebuie sa caute
ceea ce iubeste, ce o atrage. (Si aici iarasi, in con-
trast cu anumite incercari ale scrierii moderne - Leiris
de exemplu - ce este important pentru noi nu sunt
nici structurile noastre psihologice individuale, nici
explicarea formarii acestora, ci posibila lor aplicare
in construirea situatiilor). Prin aceastd metoda se pot
aranja elemente cu ajutorul carora pot fi construite
situatii, impreuna cu proiecte de dinamizare a aces-
tor elemente.

Acest tip de cercetare este important numai pentru
indivizi care lucreaza practic inspre o construire a
situatiilor. Asemenea persoane sunt pre-situationiste
(fie spontan, fie intr-o maniera constienta si organi-
zata) intr-atat incat au intuit nevoia obiectiva pentru
asemenea tip de constructie, prin reunoasterea golu-
lui culturii actuale, si participarea la e xpresiile re-
cente ale constientizarii experimentale. Sunt
apropiate una de cealaltd deoarece Tmpartasesc
aceeasi specializare si au luat parte la aceeasi avan-
garda istorica a acelei specializari. Astfel, probabil
vor imparti un numar de teme si dorinte situationiste,
care se vor diversifica tot mai mult o data ce sunt
aduse la un anumit nivel al activitatii reale.

O situatie construita trebuie sa fie pregatita si dez-
voltata colectiv. Ar putea parea, totusi, ca, cel putin
in timpul perioadei initiale de exeprimentari rig-
uroase, o situatie necesita ca un individ sa joace rolul
unui soi de "regizor". Daca imaginam un anumit
proiect de situatii in care, de exemplu, o echipa de
cercetare a aranjat o adunare emotionanta a catorva
persoane pentru o seara, ar trebui, fara nici un dubiu,
sa distingem: un regizor sau un poducator respons-
abil de coordonarea elementelor necesare, de baza,
pentru construirea decorului si pentru rezolvarea an-
umite interventii in eveniment (alternativ, cateva per-
soane ar putea sa lucreze la interventiile lor fiind mai
mult sau mai putin constienti de planurile fiecaruia);
agentii directi care traiesc situatia, care au luat parte
la crearea proiectului colectiv si au muncit la com-
pozitia practica a ambientului; si in final, cativa spec-
tatori pasivi care nu au participat la munca de
constructie, dar care ar trebui fortati sa actioneze.

Aceasta relatie intre regizor si cei care traiesc situ-
atia trebuie, evident, sa nu devina nicicand o spe-
cializare permanenta. Este doar o chestiune de
subordonare temporara, a unei echipe de situation-
isti, persoanei responsabile de un anumit proiect.
Aceste perspective, sau terminologia provizorie care
le descrie, nu ar trebui sa se considere ca inseamna
ca vorbim despre un soi de continuare a teatrului. Pi-
randello si Brecht au revelat deja distrugerea spec-
tacolului de teatru si au adus Tn discutie cateva dintre
cerintele pentru a o depasi. Ar putea sé& se spuna ca
construirea de situatii va inlocui teatrul in aceeasi
masura in care construirea reala a vietii tinde tot mai
mult sa inlocuiasca religia. Principalul domeniu pe
care il vom inlocui si duce pana la capat este, in mod
evident, poezia care s-a epuizat prin luarea de pozitie
la avangarda timpurilor noastre si a disparut complet
acum.

Implinirea individuala reald, care este implicata si in
experienta artistica pe care situationistii o descopera,
implica cucerirea colectiva a lumii. Pana cand asta
se va intampla, nu va fi nici un individ real, ci doar
spectre bantuind lucrurile care le sunt prezentate
anarhic de catre ceilalti. In situatii aleatorii intalnim
fiinte diferite miscandu-se arbitrar. Emotiile lor diver-
gente se neutralizeaza reciproc si mentin mediul lor
inconjurator solid Tn plictisealda. Vom submina aceste
conditii prin iluminarea unor subiecte cu torta incen-
diara care prevesteste un joc mai grandios.

Functionalismul contemporan (o expresie inevitabila
a avansului tehnologic) incearca sa elimine joaca
complet. Sustinatorii “design-ului industrial” se plang
ca proiectele lor sunt ruinate de tendintele ludice ale
oamenilor. in acelasi timp, comertul industrial ex-
ploateazad in mod crud ceste tendinte, prin redi-
rectionarea lor inspre o cerere pentru o renovare
constanta si superficiala a produselor utilitare. Este
evident ca nu avem niciun interes sa incurajam ino-
varea artistica constanta a design-urilor de frigidere.
Dar un functionalism moralizator este incapabil de a
ajunge la miezul problemei. Singura cale de iesire
progresiva este de a elibera tendinta catre joaca in
alta parte, si la o scara mai mae. Pe scurt, toate in-
dignarile naive ale teoreticienilor design-ului indus-
trial nu vor schimba ideea de baza ca automobilul
privat, de exemplu, este in primul rand o jucarie id-
ioaté si doar in mod secundar un mijloc de transport.
Ca opus tuturor formelor de joaca regresiva - care
sunt reintoarceri la stadiul infantil si care sunt invari-
abil legate de politicile reactionare - este necesara
promovarea formelor experimentale ale jocului ca
revolutie.

Text publicat pentru prima data in Internationale Sit-
uationiste nr. 1, June 1958.

Preliminary Problems in Con-
structing a Situation

by Internationale Situationniste

“The construction of situations begins beyond the
ruins of the modern spectacle. It is easy to see how
much the very principle of the spectacle — noninter-
vention — is linked to the alienation of the old world.
Conversely, the most pertinent revolutionary experi-
ments in culture have sought to break the spectators’
psychological identification with the hero so as to draw
them into activity. ...The situation is thus designed to
be lived by its constructors. The role played by a pas-
sive or merely bit-part playing ‘public’ must constantly
diminish, while that played by those who cannot be
called actors, but rather, in a new sense of the term,
‘livers,” must steadily increase.”—Report on the Con-
struction of Situations

Our conception of a “constructed situation” is not lim-
ited to an integrated use of artistic means to create an
ambiance, however great the force or spatiotemporal
extent of that ambiance might be. A situation is also
an integrated ensemble of behavior in time. It is com-
posed of actions contained in a transitory decor.
These actions are the product of the decor and of
themselves, and they in their turn produce other
decors and other actions. How can these forces be
oriented? We are not going to limit ourselves to merely
empirical experimentation with environments in quest
of mechanistically provoked surprises. The really ex-
perimental direction of situationist activity consists in
setting up, on the basis of more or less clearly recog-
nized desires, a temporary field of activity favorable to
these desires. This alone can lead to the further clar-
ification of these simple basic desires, and to the con-
fused emergence of new desires whose material roots
will be precisely the new reality engendered by situa-
tionist constructions.

We must thus envisage a sort of situationist-oriented
psychoanalysis in which, in contrast to the goals pur-
sued by the various currents stemming from Freudi-
anism, each of the participants in this adventure would
discover desires for specific ambiances in order to ful-
fill them. Each person must seek what he loves, what
attracts him. (And here again, in contrast to certain en-
deavors of modern writing — Leiris, for example —
what is important to us is neither our individual psy-
chological structures nor the explanation of their for-
mation, but their possible application in the
construction of situations.) Through this method one
can tabulate elements out of which situations can be
constructed, along with projects to dynamize these el-
ements.

This kind of research is meaningful only for individuals
working practically toward a construction of situations.
Such people are presituationists (either spontaneously
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or in a conscious and organized manner) inasmuch
as they have sensed the objective need for this sort
of construction through having recognized the present
cultural emptiness and having participated in recent
expressions of experimental awareness. They are
close to each other because they share the same spe-
cialization and have taken part in the same historical
avant-garde of that specialization. It is thus likely that
they will share a number of situationist themes and de-
sires, which will increasingly diversify once they are
brought into a phase of real activity.

A constructed situation must be collectively prepared
and developed. It would seem, however, that, at least
during the initial period of rough experiments, a situa-
tion requires one individual to play a sort of “director”
role. If we imagine a particular situation project in
which, for example, a research team has arranged an
emotionally moving gathering of a few people for an
evening, we would no doubt have to distinguish: a di-
rector or producer responsible for coordinating the
basic elements necessary for the construction of the
decor and for working out certain interventions in the
events (alternatively, several people could work out
their own interventions while being more or less un-
aware of each other’s plans); the direct agents living
the situation, who have taken part in creating the col-
lective project and worked on the practical composi-
tion of the ambiance; and finally, a few passive
spectators who have not participated in the construc-
tive work, who should be forced into action.

This relation between the director and the “livers” of
the situation must naturally never become a perma-
nent specialization. It’s only a matter of a temporary
subordination of a team of situationists to the person
responsible for a particular project. These perspec-
tives, or the provisional terminology describing them,
should not be taken to mean that we are talking about
some continuation of theater. Pirandello and Brecht
have already revealed the destruction of the theatrical
spectacle and pointed out a few of the requirements
for going beyond it. It could be said that the construc-
tion of situations will replace theater in the same sense
that the real construction of life has increasingly
tended to replace religion. The principal domain we
are going to replace and fulfill is obviously poetry,
which burned itself out by taking its position at the van-
guard of our time and has now completely disap-
peared.

Real individual fulfillment, which is also involved in the
artistic experience that the situationists are discover-
ing, entails the collective takeover of the world. Until
this happens there will be no real individuals, but only
specters haunting the things anarchically presented to
them by others. In chance situations we meet sepa-
rated beings moving at random. Their divergent emo-
tions neutralize each other and maintain their solid
environment of boredom. We are going to undermine
these conditions by raising at a few points the incen-
diary beacon heralding a greater game.

In our time functionalism (an inevitable expression of
technological advance) is attempting to entirely elimi-
nate play. The partisans of “industrial design” complain
that their projects are spoiled by people’s playful ten-
dencies. At the same time, industrial commerce
crudely exploits these tendencies by diverting them to
a demand for constant superficial renovation of utili-
tarian products. We obviously have no interest in en-
couraging the continuous artistic renovation of
refrigerator designs. But a moralizing functionalism is
incapable of getting to the heart of the problem. The
only progressive way out is to liberate the tendency
toward play elsewhere, and on a larger scale. Short
of this, all the naive indignation of the theorists of in-
dustrial design will not change the basic fact that the
private automobile, for example, is primarily an idiotic
toy and only secondarily a means of transportation. As
opposed to all the regressive forms of play — which
are regressions to its infantile stage and are invariably
linked to reactionary politics — it is necessary to pro-
mote the experimental forms of a game of revolution.

First published in Internationale Situationniste #1,
1958

Revolu;ia moleculara

de Felix Guattari

Sunt céteva lucruri pe care as vrea sa le impartasesc
si s& le discut cu voi acum, dar am impresia ca as
putea vorbi despre absolut orice altceva - viata mea
privata, cu cine votez - cu exceptia dorintei sau rev-
olutiei. Ar parea cu adevarat obscene aici, la Univer-
sitatea Columbia.

Am ajuns la nivelul in care ma intreb daca cineva nu
ar trebui sa fie cu adevarat un membru CIA pentru a
intelege asemenea lucru. Este ceva ca un virus CIA
aici, care pare sa fi contaminat multe persoane si care
pare sa reapara la intervale diferite, si nu pot sa ma
abtin de la a ma intreba daca nu cumva m-am infectat
Si eu.

Daca am putea sa gandim in afara acestor pereti sau
a acestui amortizor care constituie un soi de perete al
sunetului in interiorul acestei universitati, cred ca am
fi capabili sa recunoastem ca actuala criza mondiala
se intensifica intr-un ritm considerabil. As putea fi pur
si simplu prins intr-un schizo-proces profund? De
cativa ani ihcoace experimentam un proces compa-
rabil cu cel din 1929 - o intreaga serie de conflicte re-
gionale, de confruntari politice locale, de crize
economice. Nu mai putem vorbi de personaje ex-
treme, proeminente, pe scena politica actuala, de
magnitudinea unui Hitler sau a unui Mussolini, insa
lagarele de exterminare exista. Bangladesh-ul in in-
tregime este un asemenea lagar; mii, zeci de mii de
oameni mor acolo, sau sunt pe punctul de a o face,
deoarece sunt prinsi la mijlocul unei situatii economice
deosebite, care rezulta din politici guvernamentale
specifice, si nu exista alte alternative decét de a fi ex-
terminat. Consider ca o intreaga serie de factori con-
duc catre o criza absoluta la toate nivelurile de
organizare sociala pe intreg globul. Aceasta situatie
ar necesita solutii revolutionare, dar nimic, nimeni, nici
0 organizatie nu este pregatita sa-i faca fata ei si im-
perativelor sale. Teza obscena pe care as dori sa v-0
expun este aceasta: toate organizatiile - bolsevice,
marxist-leniniste, comuniste, spontane (intr-o forma
sau alta), social democrate - omit un aspect esential
al acestei lupte revolutionare si formele sale de
evolutie.

Sunt doud modalitati de a respinge revolutia. Prima
este de a refuza sa o vedem acolo unde exista; a
doua presupune a o vedea acolo unde manifestatiile
sale nu vor aparea. Acestea sunt, pe scurt, caile re-
formatoare si dogmatice. Intr-adevér, o revolutie de
mari dimensiuni este in desfasurare astazi, dar la un
nivel molecular sau microscopic.

Cred ca aceasta revolutie moleculara se poate dez-
volta doar paralel cu criza politica generala. Unii indi-
vizi afirma ca revoltele sociale din SUA anilor '60, sau
din '68, in Franta, au fost un eveniment spontan -
tranzitoriu, marginal - si cd o asemenea revolutie
utopica nu conduce nicaieri. Dar in opinia mea, lu-
crurile importante au inceput abia dupa acea revolutie,
probabil ultima revolutie care a avut loc ih modul
traditional. Revolutia moleculara se dezvolta in zone
relativ necunoscute. Gilles Deleuze tocmai ne-a spus
ca nu este mare lucru de inteles. Vedem studenti re-
voltandu-se, jucandu-se pe baricade. Vedem ado-
lescenti schimband viata din licee. Vedem prizonieri
dand foc la jumatate din inchisorile Frantei. il vedem
pe presedintele Republicii Franceze dand ména cu
prizonierii. Revolta femeilor se misca in tot felul de di-
rectii, la mai multe niveluri: impotriva politicilor
mostenite, pentru problema avortului, pe tema prosti-
tutiei. Vedem luptele imigrantilor si ale minoritatilor et-
nice, ale homosexualilor, ale consumatorilor de
droguri, ale bolnavilor psihici. Gasim chiar si categorii
sociale anterior inimaginabile, fiind mobilizate n
Franta, de exemplu unii judecatori...

Cand punem toate astea cap la cap am putea sa ne
intrebam: ce au toate acestea in comun? Putem sa le
folosim pe toate pentru a incepe o revolutie? Toate
astea au vreo legatura cu ce se intdmpla acum in Por-
tugalia, unde ofiterii armatei coloniale se joaca de-a
Cohn Bendits? Cu siguranta putem sa etichetam
aceste fenomene ca fiind marginale, sa incercam sa
le recuperam ca forta in exces, exact atitudinea pe
care cele mai multe din grupulete o au; ori- i asta e
ipoteza mea - putem sa presupunem ca revolutia mol-

eculara despre care vorbesc este localizata si se dez-
volta aici intr-o maniera ireversibila si ca de fiecare
datd cand aceste miscéari esueaza din cauza ca
vechile forme si structuri de organizare au preluat con-
ducerea, mentindnd elementul rizomatic al dorintei
intr-un sistem de putere arborescenta. Asadar, princi-
pala chestiune pentru mine este schimbarea radicala
a atitudinii cu privire la problemele politice. Pe de o
parte, avem lucrurile "serioase" pe care le putem
vedea la televizor, in ziare - problema puterii in par-
tide, uniuni, grupulete. Pe de alta parte sunt lucrurile
mici, aspectele vietii private: sotia militantului care
ramane acasa pentru a avea grija de copii, neinsem-
natul birocrat care semneaza intelegeri pe coridorul
Congresului - acestia se afla la baza celor mai multe
schisme politice si presupun un aspect programatic,
dar sunt legati, invariabil, de fenomenele de investitie
birocratica si de casta deosebita care conduce aceste
organizatii.

Sunt de péarere ca miscarile revolutionare, oricare ar
fi ele, nu-si schimba orientarea din cauza ideologiei.
Ideologia nu céntareste prea mult raportat la traficul
libidinal care are loc efectiv la nivelul majoritatii aces-
tor organizatii. in final se ajunge la acelasi lucru: fie
obiectivele politice sunt ecoul tuturor tipurilor de lupta,
si sunt asociate cu analiza fenomenelor dorintei si a
inconstientului social din organizatiile actuale, fie im-
pasurile si recuperarile birocratice in mod necesar vor
reapare, dorinta maselor si a grupurilor de interese va
trece prin reprezentativi, si va rezulta dintr-o
reprezentare.

Am experimentat cu totii aceste tipuri de initiative mil-
itare. Ar trebui sa fim capabili a intelege de ce lucrurile
stau asa, de ce dorinta este delegata reprezentantilor
si birocratilor de tot felul, de ce dorinta revolutionara
este transformata in microfascism organizational.

Cu siguranta avem de-a face cu investitii mult mai put-
ernice care vor sa inlocuiasca dorinta revolutionara.
Explicatia mea, pentru moment, apare din faptul ca
puterea capitalista nu este doar exercitata in domeniul
economic si prin subjugarea de clasa, nici nu este ex-
ercitaté doar prin politie, maistri, invatatori si profesori,
ci si pe un alt front pe care il voi numi subjugarea
semiotica a tuturor indivizilor. Copiii incep sa invete
despre capitalism din leagan, inainte de a avea acces
la limbaj. Invata s perceapa obiectele si relatiile cap-
italiste de la televizor, prin familie, la gradinita. Daca
reusesc prin nu se stie ce modalitate s& scape de sub-
jugarea semiotica, atunci institutii specializate sunt
acolo pentru a avea grija de ei: psihologia, psihanal-
iza, pentru a numi doar doua dintre ele.

Capitalismul nu poate pune laolalta cu succes forta sa
de munca daca nu recurge la o serie de subjugari
semiotice. Aspectul dificil - si cel care ridica o prob-
lema teoretica de baza - este cum putem concepe ar-
ticularea si unificarea luptelor pe aceste fronturi:
frontul luptei politice si sociale traditionale; eliberarea
grupurilor si regiunilor etnice asuprite; luptele lingvis-
tice; luptele pentru o vecinatate mai buna, pentru un
mod de viatd mai comunitar; luptele pentru schim-
barea vietii de familie sau orice ii tine locul; luptele
pentru modificarea modurilor de subjugare care apar
in cupluri, fie ele heterosexuale sau homosexuale.
Pun toate aceste lupte sub termenul de "microfascist",
cu toate c& nu imi place in mod special. il folosesc
doar pentru ca ii face pe oameni sa tresare si i en-
erveaza. Putem vorbi de un microfascism al propriului
corp, al organelor cuiva, genul de bulimie care con-
duce la anorexie, o bulimie perceptiva care produce
mutatii la nivelul perceptiei asupra valorii lucrurilor, cu
exceptia valorii de schimb, valorii de utilizare, cu pretul
valorii dorintei.

Asta ridica o intrebare teoretica importanta, o intre-
bare care, pentru mine, Deleuze si alte cateva per-
soane, a schimbat ceva in ultima vreme. Credeam ca
cel mai mare dusman ar fi psihanaliza pentru ca re-
duce toate formele de dorinta la o formatiune particu-
lara, familia. Dar este un alt pericol, raportat la care
psihanalaza este doar un punct de aplicare: reducerea
tuturor modurilor de semiotizare. Ce numesc semioti-
zare este ceea ce se intdmpla cu perceptia, cu mis-
carea in spatiu, cu dansatul, cu céntatul, cu mimica,
cu mangaiatul, contactul, orice are legatura cu corpul.
Toate aceste moduri de semiotizare sunt reduse la
limbajul dominant, limbajul puterii care fisi coor-
doneaza prescriptiile sintactice cu productia discursu-
lui in totalitattea sa. Ce invatam la scoala sau in
universitate; nu este in mod esential un continut sau

date, ci un model de comportament adaptat la anu-
mite caste sociale.

Ce le cereti studentilor Thainte de toate, cand ii faceti
sa dea un examen este un anumit stil de modelare
semiotic, o anumita initiere in codul castelor date.
Aceasta initiere este cu atat mai brutala in contextul
formatiei manuale, in antrenamentul muncitorilor. Ex-
amenele, miscarea dintr-o pozitie intr-alta intr-o fab-
rica, sunt conditionate intotdeauna de faptul ca celalalt
este negru, portorican, sau crescut intr-un cartier bine
famat, de accentul potrivit sau nu, de a fi femeie sau
barbat. Sunt semne de recunoastere, semne ale put-
erii care opereaza in timpul instructiei, sunt veritabile
rituri de initiere. Am folosit exemplul universitatii, as fi
putut la fel de usor sa dau exemple din multe alte for-
matiuni ale puterii.

Puterea dominanta continua sa extinda subjugarea
semiotica a indivizilor in cazul in care lupta nu este
desfasurata pe toate fronturile, in special aceea a for-
matiunilor de putere. Multe persoane nici nu observa
aceasta subjugare semiotica: e ca si cum nu vor sa
creadd ca exista, totusi ea reprezinta exact ceea ce
organizatiile politice cu toti birocratii sai intruchipeaza;
asta e ceea ce contribuie la creatie, materializare si
mentinerea tuturor formelor de recuperare.

Exista ceva in Statele Unite care ma intereseaza
foarte tare. S-a intdmplat pentru céativa ani, in mod
special in timpul generatiei Beat si probabil este da-
torat tocmai stringentei probleme legate de semiotica
corpului, a perceptiei. Asta este mai putin valabil in
Europa, unde o anumita conceptie intelectuala a re-
latiilor si a inconstientului domina. Variile rationalizari
si justificari care sunt redate aici pentru reintroducerea
unei semiotici a corpului ma intereseaza mai putin.
Unele implica Budismul Zen, sau forme variate de
tehnologie, precum Tai Chi-ul care tocmai a fost real-
izat pe scena... Mi se pare ca ceva este cautat in
acestea intr-un mod orbesc. Orbirea ia forme multiple.
in Franta, de exemplu, avem retele de guru in societati
psihanalitice; avem chiar si o personalitate ca Preotul
Moon care conduce o importanta organiatie psi-
hanalitica. Dar psihanaliza implica doar un set partic-
ular de oameni. in Statele Unite, aparent, virusul
psihanalizei a fost mai mult sau mai putin prevenit, dar
uneori ma intreb daca sistemele sale ierarhice nu sunt
reproduse in sisteme de guru, sistemele de
reprezentare a dorintei.

Problema e aceasta: nu putem tinti spre un obiectiv
politic fara a identifica simultan microfascismele, toate
modurile puterii de subjugare semiotica care se repro-
duc prin intermediul luptei, si nici un mit al intoarcerii
la spontaneitate sau la natura nu va schimba ceva.
Oricat de naiv cineva ar presupune ca e inocent in
aceasta privinta, fie in relatie cu copilul nostru,
partenerul nostru sau studentii nostri (pentru profe-
sori), cred ca aceasta inocenta este echivalenta cu
vina si intruchipeazé vina. Problema nu se pune in ter-
meni de inocenta sau de vina ci de identificare a mi-
crofascismul pe care fiecare il adaposteste, in mod
special atunci cand nu il gaseste. Ultimul lucru pe care
as vrea sa il amintesc aici, bineinteles, este faptul ca
poate primi o solutie individuala. Poate fi abordat
printr-un nou tip de aranjament al enuntarii. Un exem-
plu al acestor aranjamente ale enuntarii unui aranja-
ment imposibil, cu adevarat ingrozitor din punctul
avantajos al aranjamentelor dorintei - este cel al aces-
tei camere, cu anumiti indivizi pozitionati deasupra
oricui altcuiva, cu o discutie pregatita care ar face im-
posibil pentru oricine sa porneasca cu adevarat o dis-
cutie. leri am propus schimbarea intregului format,
intregul mod de lucru pe care il abordam aici, si spre
marea mea surpriza, mi-am dat seama ca toata lumea
vroia ca aceasta conferinta s& ramana cum era initial.
Unii oameni chiar si-au cerut banii inapoi, cu toate ca
nimeni aici prezent nu a fost platit pentru a vorbi.

Au fost incercari de a produce acest tip de dialog n
diferite  momente. Singurele persoane care au
raspuns acestei initiative si au incercat sa initieze un
dialog - total fals, dar plin de dorinte reale - au fost
aceia care ne-au acuzat pe nedrept ca am fi agenti
CIA.

Asa cum cineva investeste in economia libidinala a
micropoliticii dorintei, a microfascismului, tot asa ar
trebui cineva sa identifice tocmai aliantele si posibil-
itatile care exista concret la nivelul luptei politice si
care sunt de natura complet diferita. Cindva, i-am
spus lui Jean Jacques Lebel, referitor la workshop-ul

sau din Portugalia, ca judecétile pe care cineva le face
in ceea ce priveste atitudinea Partidului Comunist Por-
tughez este inevitabil diferita de cele ale lui Spinola si
ai sai, si totusi mecanismele birocratizarii si ignoranta
fata de dorinta maselor sunt comparabile in ambele
cazuri.

Un alt exemplu. in Franta, avem céteva grupuri, bande
care poarta zvastici pe spate si care umbla acoperiti
de insigne fasciste. Cu toate astea, nu trebuie sa con-
fundam microfascismul lor cu fascismul grupurilor
politice precum Occident etc. in masura in care cineva
lupta impotriva microfascismului la nivel molecular,
cineva il poate de asemenea preveni sa aiba loc la
nivelul grupurilor politice mari. Daca credem ca fiecare
dintre noi este imun impotriva contaminarii microfas-
ciste, impotriva contaminarii semiotice de catre capi-
talism, atunci cu siguranta ne putem astepta sa vedem
forme de microfascism neinfrante la un nivel foarte
inalt.

Text publicat sub titlul "Molecular Revolutions" extras
din "Chaosophy. Texts and interviews 1972-1977",
Semiotext(e).

Molecular Revolution

by Felix Guattari

There are a number of things | would like to share and
discuss with you now, but | get the feeling that | could
talk about absolutely anything- my private life, how |
vote-except desire or revolution. They would seem
truly obscene here at Columbia University.* It has
reached the point where | wonder if one wouldn't really
have to be a member of the CIA in order to undertake
such a thing. 1 There is something like a CIA virus
here that seems to have contaminated many people
and that keeps reoccuring at different times, and |
can't help asking myself whether | haven't caught the
bug. If one could get beyond these walls or though this
muffling that constitutes a sort of wall of sound within
the university, | think one might begin to recognize that
the world crisis is accelerating at a considerable pace.
Am | simply caught up in an accelerating schizo-
process? For some years now we have been experi-
encing a processcomparable to that of 1929-a full
range of regional conflicts, of local political confronta-
tions, of economic crises. There are no extreme,
salient characters of a Hitler or Mussolini magnitude
on the political scene right now, yet extermination
camps do exist. The entire country of Bangladesh is
such a camp; thousands, tens of thousands of people
are dying there, or on the verge of it, because they are
locked in a particular economic situation, which results
from a specific governmental polity, and no alterna-
tives exist except being exterminated. | do believe that
a whole series of factors are leading to an absolute
crisis at all levels of social organization throughout the
world. This situation should call for revolutionary so-
lutions, but nothing, no one, no organization is pre-
pared to deal with it and its imperatives. The obscene
thesis | wish to defend before you now is this: all these
organizations-Bolshevik, Marxist-Leninist, Commu-
nist, Spontaneist (in one form or another) , Social
Democratic-are missing an essential aspect of this
revolutionary struggle and its development. There are
two ways of rejecting the revolution. The first is to re-
fuse to see it where it exists; the second is to see it
where it manifestly will not occur. These are, in a nut-
shell, the reformist and the dogmatic pathways. In-
deed, a revolution of great amplitude is developing
today, but at the molecular or microscopic level. | be-
lieve that this molecular revolution can only develop
in a parallel way with the general, political crisis. Some
people say that the social turmoil in the United States
during the 1 960s, or in France in '68, was a spon-
taneist event-transitory, marginal-and that such a
utopian revolution leads nowhere. But in my opinion,
important things began happening only after that rev-
olution, which perhaps was the last revolution in the
old style. Molecular revolution develops in relatively
unknown areas. Gilles Deleuze was just telling us 2
there isn't much to try to understand. We see students
rebelling, playing at the barricades. We see teenagers
changing life in the high schools. We see prisoners
setting half the French prisons on fire. We see the
President of the French Republic shaking hands with

theprisoners. Women's revolts are moving in all sorts
of directions, at many levels: against inherited politics,
on the problem of abortion, on the question of prosti-
tution. We see the struggles of immigrants or ethnic
minorities, the struggle of homosexuals, of drug users,
of mental patients. We even find previously unimag-
inable social categories being mobilized in France, for
example some judges . . .

When we put this all together on the table, side by
side, we may ask: what does all this have in common?
Can we use all this to start a revolution? Does this
have anything to do, for example, with what is going
on right now in Portugal, where officers of the colonial
army are playing the Cohn Bendits?3 We can certainly
dismiss these phenomena as marginal, try to recoup
them as excess force, which is precisely the attitude
most of the groupuscules have; or-and this is my hy-
pothesis-we can assume that the molecular revolution
of which | spoke is located and developing here in an
irreversible manner and that each time these move-
ments fail because the old forms and structures of or-
ganization take power, holding the rhizomatic element
of desire in a system of arborescent power. Therefore,
the main question for me is a radical change of atti-
tude with regard to political problems. On the one
hand, there are the "serious" things one sees in the
papers, on television-the questions of power in the
parties, the unions, the groupuscules. On the other
hand, there are the little things, the things of private
life: the militant's wife who stays at home to look after
the children, the petty bureaucrat making deals in the
corridors of Congress-these are at the root of most po-
litical schisms and assume a programmatic aspect,
but are invariably linked to the phenomena of bureau-
cratic investment and the special caste that runs these
organizations. | believe that revolutionary movements,
whatever they may be, do not change their orientation
because of ideology. Ideology does not weigh very
heavily compared to the libidinal trafficking that effec-
tively goes on among all these organizations. It all
comes to the same thing: either political objectives are
the echo of all kinds of struggles, and are associated
with an analysis of the phenomena of desire and of
the social unconscious within the present organiza-
tions, or else the bureaucratic impasses and recuper-
ations will necessarily recur, the desire of the masses
and of interest groups will go through representatives,
and result from a representation.

We all have experienced these kinds of militant initia-
tives. We should be able to understand why things
work that way, why desire is being delegated to rep-
resentatives and bureaucrats of all kinds, why revolu-
tionary desire is turned into organizational
microfascism. Certainly there must be a more power-
ful investment that comes to replace revolutionary de-
sire. My explanation, provisionally, arises from the fact
that capitalist power is not only exercised in the eco-
nomic domain and through the subjugation of class,
nor is it exercised only through police, foremen, teach-
ers, and professors, but also on another front which |
would call the semiotic subjugation of all individuals.
Children begin learning about capitalism in

the cradle, before they have access to speech. They
learn to perceive capitalist objects and relations on tel-
evision, through the family, in the nursery. If they
somehow manage to escape semiotic subjugation,
then specialized institutions are there to take care of
them: psychology, psychoanalysis, to name but two.

Capitalism cannot successfully put together its work
force unless it proceeds through a series of semiotic
subjugations. The difficult thing-and one that raises a
basic theoretical problem-is how to conceive the artic-
ulation and unification of struggles on all these fronts:
the front of traditional political and social struggle; the
liberation of oppressed ethnic groups and regions; lin-
guistic struggles; struggles for a better neighborhood,
for a more communal way of life; struggles to change
family life or whatever takes the place of it; struggles
to change modes of subjugation that recur in couples,
whether heterosexual or homosexual. | put all these
struggles under the term "microfascist," although |
don't particularly like it. | use it simply because it star-
tles and annoys people. There is a microfascism of
one's own body, of one's organs, the kind of bulimia
that leads to anorexia, a perceptual bulimia that blinds
one to the value of things, except for their exchange
value, their use value, to the expense of the values of
desire.

This raises an important theoretical question, a ques-



tion that, for me, Deleuze, and several others, has
changed somewhat lately. We thought the most formi-
dable enemy was psychoanalysis because it reduced
all forms of desire to a particular formation, the family.
But there is another danger, of which psychoanalysis
is but one point of application: it is the reduction of all
modes of semiotization. What | call semiotization is
what happens with perception, with movement in
space, with singing, dancing, mimicry, caressing, con-
tact, everything that concerns the body. All these
modes of semiotization are being reduced to the dom-
inant language, the language of power which coordi-
nates its syntactic regulation with speech production
in its totality. What one learns at school or in the uni-
versity; is not essentially a content or data, but a be-
havioral model adapted to certain social castes. What
you require of your students before all else when you
make them take an exam is a certain style of semiotic
moulding, a certain initiation to the given castes. This
initiation is all the more brutal in the context of manual
formation, with the training of workers. Exams, the
movement from position to position in factory work, al-
ways depend on whether one is Black, Puerto Rican,
or raised in a well-to-do neighborhood, whether one
has the right accent, is a man or woman. There are
signs of recognition, signs of power that operate dur-
ing instructional formation, and they are veritable rites
of initiation. | have taken the example of the university,
| could easily have taken examples from many other
formations of power. Dominant power extends the
semiotic subjugation of individuals unless the struggle
is pursued on every front, particularly those of power
formations. Most people don't even notice this semi-
otic subjugation; it's as though they do not want to be-
lieve it exists, yet this is what political organizations
with all their bureaucrats are about; this is what con-
tributes to create, engender, and maintain all forms of
recuperation.

There is something that interests me very much in the
United States. It has been happening for a number of
years, notably with the Beat generation, and is proba-
bly due to the very acuteness of the problems con-
cerning the semiotics of the body, of perception. This
is much less true in Europe where one is tied down to
a certain intellectualist conception of relations and of
the unconscious. The various rationalizations or justi-
fications that are given here for reintroducing a semi-
otics of the body interest me less. Some involve Zen
Buddhism, or various forms of technology, like the Tai
Chi that was being done just now on the stage . . . It
seems to me that something is being sought there in
some sort of blind way. Blindness takes multiple
forms. In France, for example, we have networks of
gurus in psychoanalytic societies; we even have a per-
sonality like Reverend Moon heading an important
psychoanalytic organization. But psychoanalysis only
involves a particular set of people. In the United
States, apparently, the virus of psychoanalysis has
been more or less averted, but | sometimes wonder if
its hierarchical systems aren't reproduced in the sys-
tems of gurus, the systems for representing desire.
The problem is this: one cannot strive toward a politi-
cal objective without identifying as well all the micro-
fascisms, all the modes of semiotic subjugation of
power that reproduce themselves through that strug-
gle, and no myth of a return to spontaneity or to nature
will change anything. However naively one assumes
to be innocent in this regard, whether in relation to our
children, our partner, or our students (for professors)
, I believe this innocence is equivalent to guilt and en-
genders guilt. The question is neither of innocence or
guilt but of finding the microfascism one harbors in
oneself, particularly when one does not see it. The last
thing | would want to bring up here, of course, is that
it can receive an individual solution. It can only be
dealt with a new type of arrangement of enunciation.
One example of these arrangements of enunciation-
an impossible, truly awful arrangement from the van-
tage point of the arrangements of desire-is that of this
room itself with some individual raised above every-
one else, with a prepared discussion which would
make it impossible for anyone really to start a discus-
sion. Yesterday | proposed changing the whole format,
the whole type of work we are doing here, and to my
great surprise, | realized that everyone wanted the
conference to remain as it was. Some people even
asked for their money back, although no one here was
being paid to speak.4 At various times there were at-
tempts to produce this kind of dialogue. The only peo-
ple who came forward to try and start a
dialogue-completely phony, but full of real desire-were
those who falsely accused us of being CIA agents. As

one invests in the libidinal economy of the micro poli-
tics of desire, of microfascism, so must one precisely
identify the alliances and possibilities that exist con-
cretely at the level of political struggles and which are
completely different in nature. | once told Jean
Jacques Lebel, regarding his workshop on Portugal,
that the judgment one makes concerning the attitude
of the Portuguese Communist Party is necessarily dif-
ferent from Spinola's and his own, and yet the mech-
anisms of bureaucratization and the ignorance about
the desire of the masses are comparable in both
cases. Another example. In France we have some
groups, gangs of people who wear swastikas on their
backs and who walk around covered with all sorts of
fascist insignia. Yet one should not confuse their mi-
crofascism with the fascism of political groups like Oc-
cident, etc. To the extent that one fights microfascism
at the molecular level, one can also prevent it from
happening at the level of large political groups. If one
believes that each one of us is immunized against
micro fascist contamination, against semiotic contam-
ination by capitalism, then we can surely expect to see
unbridled forms of macrofascism well up.

* Guattari is addressing here the Schizo-Culture Con-
ference organized by Semiotext(e) in November 1 975
at Columbia University. Published in "Molecular Rev-
olutions" extras din "Chaosophy. Texts and interviews
1972-1977", Semiotext(e).

Strigoii muncii imateriale: mon-
strul modern §i moartea mor;ii

de Lars Bang Larsen

Bantuitor si abject, strigoiul este ambiguitate’ incon-
trolabila. Hoinarind de-a lungul pamantului, fara oprire
dar cu o lentoare halucinanta, este un lucru cu suflet,
un corp putrezit dar capabil de reactii, ignorant la
adresa sa, totusi animat de un instinct necrutétor.

Rezulta ca, in cazul in care strigoiul este definit de am-
biguitate, nu poate fi redus la o prezenta negativa. De
fapt, ar putea fi un prieten. Asadar, de ce se impru-
muta pe sine asa de usor ca o metafora pentru alien-
are, ce ne iese imediat pe gura? A apela la strigoi ca
la un semn al persistentei absurde este nedrept fata
de acest monstru, in mod cert, dar in acelasi timp ap-
atic si facil, raportat la perspectiva spatiului istoric in
care ne aflam.

Propunerea mea, asa perversa sau stupida, cum ar
putea suna, este ca strigoiul necesita o analiza mate-
rialista ce ia in calcul cultura contemporana. O aseme-
nea analiza poate fi interpretata in doua moduri.
Strigoiul este nevoie purd, fara moralitate, deci
promite 0 masura a obiectivitatii; stim exact ce vrea-
creiere, carne - deoarece asta vrea intotdeauna. Este
aproape imposibil sa faci vizibila monstruozitatea ab-
jecta, dar abominabilitatea insasi gazduieste o functie
definita care promite instrumentalitate (de o maniera
limitata si nu tocmai precisa, recunoastem). in acest
fel, putem sa trecem mai departe, la sublinierea relati-
ilor contemporane de productie culturald, simultan
putand reflecta asupra instrumentelor analitice pe care
le avem la dispozitie.

Ceea ce urmeaza este o incercare de a analiza soci-
ologic strigoiul care isi extrage nevoile din presiunea
pe care capitalizarea creativitatii a exercitat-o, in ul-
tima perioada, asupra practicii artistice si a publicului.
Dar este si subversiunea inevitabila a concluziei unei
analize de acest tip, concomitent cu intoarcerea la
gandirea artistica.

1. Marxploatarea Goticului

Strigoiul ca figura reprezentativa a alienarii este con-
sumatorul hipnotizat, descris de teoria marxista. in-
truchipeaza descrierea facuta de Guy Debord lui
Brigitte Bardot ca fiind un corp putrezit si "moartea
afectului" al lui Frederic Jameson; este bineinteles si
ceea ce utopistul media Marshall McLuhan numea
"stadiul strigoi al idiotului tehnologic"2. Astfel, strigoifi-
carea este foarte usor atasata imaginii capitalului care
consuma corpul si mintea muncitorului, si aceea a fi-
intelor umane exploatate prin munca moarta.

Céand Adam Smith a invocat operatiunile morale ale
"méinii invizibile a pietei", avea altceva in minte decéat
0 economie mondiala compacta care integreaza noti-
unea lui Freud de unheimlich: "Membre amputate, un
cap decapitat, o palma detasata de brat, picioare care
danseaza singure - toate acestea au ceva aproape
supranatural, in special cand le este atribuita activitate
independenta."® Sub consolidarea globalizata a capi-
talului, activitatea independenta a membrele fantoma
este amplificata, doar aparent, cu toate astea, nu pare
mai putin nelinistitor si nejustificat.

Economia si productia au fost in modul asta de multe
ori costumate in stiluri gotice; sa luam exemplul "ne-
grelor fabrici satanice" ale industrializarii, termen elab-
orat de William Blake. Cu certitudine, bineinteles,
Marx ar fi aprobat strigoiul ca figura a alienarii, cu atat
mai mult cu cét incarneaza o dialectica esuata (intre
viata si moarte, productivitate si apatie etc.) care poate
fi reincorporata cu mare greutate. Cu toate astea, ras-
foind Manifestul Partidului Comunist din 1848, se pot
regasi stimulante metafore gotice. Puterea luptei de
clasa este asemuita cu faimoasa expresie a unei fan-
tome care bantuie Europa- "spectrul comunismului®;
ne este, de asemenea, spus ca burghezia a produs,
prin proletariat, "proprii gropari" si ca societatea
burgheza moderna "a invocat mijloace de productie si
de schimb atat de ample" incat poate fi asemuit "vraji-
torului care nu mai este capabil sa controleze puterile
lumii de dincolo pe care le-a accesat prin vrajile sale."*
Goticul, Tnteles ca renasterea stilurilor medievale in-
cepand cu secolul al XVll-lea, este in mod teatral
reprezentat ca un afect negativ ce transpare dintr-o
piesa de teatru pusa in scena in jurul puterii; o dialec-
tica pesimista a iluminismului care aratd cum ration-
alitatea se poate transforma in barbarism si sclavie.
De aceea, este greu de inteles (sau populist, agitator)
faptul ca Marx si Engels se folosesc de metafore ce
fac referire la evul mediu "pe care reactionarii le ad-
mira atat de mult".> Contrabanda gotica in politicile
progresive este ideea ca teama poate fi sublima. Este
ca si cum cititorul manifestului nu se poate baza pe
"simturi treze", ci are nevoie de putina retorica in plus,
ceva care sa o forteze sa-si confrunte "conditia reald"s.
Cum de a devenit atdt de proeminent, in procesul
politic al subiectivizarii, excesul de figuri de stil con-
tra-iluminism? Precum arata Derrida in “Spectrele lui
Marx", lui Marx nu i plac fantomele mai mult decéat ad-
versarilor sai. El nu vrea sa creada in ele. Dar nu se
gandeste la altceva... Crede ca li se poate impotrivi,
ca viata mortii, ca aparitiile inutile ale simulacrului
prezentei reale"”. Odata ce devine clar ca vanatoarea
de fantome marxista este deja corupta de un impuls
gotic, permite reconstructia unei critici marxiste; un
nou "spirit al lui Marx", asa cum este dezbatut de Der-
rida. in termenii ierarhiei esteticii traditionale, goticul
apartine in mod cert genurilor inferioare, esteticii pro-
letare sténjenitoare. Poate asta este ceea ce a vorbit
prin intermediul lui Marx, precum spiritele ce poseda
un medium, si care a contribuit la conturarea intuitiei
sale literare formidabile?

Din aceasta perspectiva, nu exista niciun motiv politic
pentru a exclude goticul. Colectivul artistic newyorkez
Group Material a fost printre primele care au stabilit o
legétura intre gotic si linia marxista de critica culturala,
fnainte de a deveni o figura de stil curatoriala®. Flyer-
ul spectacolului lor "Alienation" (Alienare) din 1980 a
mimat publicitatea la Alien, iar programul filmului I-a
inclus pe Frankenstein (1931), al lui James Whales.
n cadrul instalatiei Democracy (Democratie) (1988),
un film cu strigoi a fost proiectat continuu pe parcursul
expozitiei: Dawn of the Dead (Amurgul Mortilor),
"Pean-ul" din 1978 al lui George Romero adus mal-
lurilor suburbane si efectele lor implicite asupra oame-
nilor. "Filmul a fost o prezenta foarte importanta....,
una care a indicat relevanta culturii consumului pentru
democratie si a politicilor electorale."®

Franco Moretti face clara ideea ca nu poti empatiza
cu cei care vaneazd monstrii. In strélucitul sau eseu
din 1978 "Dialectic of Fear" (Dialectica Fricii) sublini-
aza faptul ca in romanele inspaiméantatoare clasice,
precum Dracula lui Bram Stoker si Frankenstein al lui
Mary Shelley "acceptam viciile celui care distruge
monstrul fara nici un murmur"'°. Antagonistul monstru-
lui este reprezentativ pentru tot ceea ce este "plin de
sine, stupid, filistin si impotent" in societatea contem-
porana. Pentru Moretti asta indica fals& constiinta in
literatura de groaza; ne face solidari cu burghezia. Dar
apeland la dialectica ratiunii si a afectului (Stoker "nu
are nevoie de un cititor care gandeste, ci de unul spe-
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Sabine Réthoré, "Lovely Romania", 2008, color print on paper, 135x135 cm. Courtesy the artist.

riat")pentru a critica literatura de groaza, critica lui
Moretti adusa ideologiei se alatura trupelor celor care
distrug monstrul si astfel, la un nivel cultural, al acelor
personaje fictive pe care le critica. De fapt, Moretti
ucide monstrul de doua ori: nu chestioneaza uciderea
lui in text, si nu are nevoie de ea in afara textului.

George Romero analizeaza conflictul dintre monstru
si adversarii sai intr-o nota similara. in mod crucial,
insa, trilogia sa "Night of the Living Dead" (1968),
"Dawn of the Dead" (1978) si "Day of the Dead"
(1985) inverseaza concluzia lui Moretti, astfel intor-
cand spatiul cultural pe dos, La Romero, antagonismul
si frica nu sunt impinse in afara societatii (spre
monstri) ci sunt mai degrabé localizate in cadrul soci-
etatii (precum monstrul). Problema nu sunt strigoii;
adevarata problema este cu "eroii"- politia, armata,
baietii buni cu armele lor si fanteziile cu prietenii mas-
culini. Dacé vor castiga, rasismul are un viitor, capital-
ismul are un viitor, sexismul are un viitor, militarismul
are un viitor. Romero implementeaza aceasta critica
si structural. Asa cum observa Steven Shaviro, dis-
confortul cultural nu este localizat doar in canibalismul
si genocidul grafic al strigoilor, al filmelor: estetica de-
terminata de un buget redus ne face sa vedem "frag-
mentarea violentd a procesului cinematic insusi.""
Strigoiul in asemenea reprezentare poate fi supranat-
ural si repulsiv, dar necuratenia imperfecta a fetei
strigoiului - machiajul prost - esecul incercarii de as-

cundere a actorului in spatele mastii monstrului - este
ceea ce distruge ecranul spectacolului.

Brian Holmes scrie in "The Affectivist Manifesto"
(2009) ca activismul astazi se confrunta "nu atat de
mult cu soldati cu arme si capital cognitiv: societatea
cunoasterii, o ordine teribil de complexa. Aspectul ciu-
dat... este caracterul de strigoi al acestei societati ,
decaderea sa la stadiul de pilot automat, guvernarea
sa cibernetica." Diagnosticul lui Holmes fsi ia lovitura
din tensiunea contraintuitiva dintre notiunea de control
si stupiditatea strigoiului somnambul. Chiar si scenar-
iul schizofrenic al economiei neoliberale si intarirea
aparatului de stat post-democratic al culturii contem-
porane nu poate fi redus la rau. Dar daca Holmes
foloseste figura de stil a monstrului pentru a defini o
conditie a ambiguitatii critice, urmeaza ortodoxia
marxista prin stabilirea acestei definitii in asa fel incat
sa functioneze dialectic raportat la folosirea corecta a
formatului de manifest. Manifestul este bantuit de cod-
ificarea sa modernistd, ca mobilizare a colectivului Noi
intr-un revolutionar Acum. Acest cod, si dorinta de a il
reprezenta, sunt invariabil transparente siesi, ca opus
la opacitatea strigoiului.

2. Monstrul maselor si al multitudinii

Aplicatiile metaforice ale strigoiului sunt probabil di-

mensiunea functionald pe care abominabilitatea sa
pare sa i-o imprumute. Conform definitiei Juliei Kris-
teva, abjectul este o substanta fantasmatica care tre-
buie eliminata' - din corp, din societate - pentru a
satisface o economie senzitiva, deoarece este imagi-
natd a avea o asemenea asemanare sau proximitate
fata de subiect incéat produce panica sau repulsie.
Aceasta, scrie Hal Foster, reflectand preocuparile crit-
ice din arta anilor '80 (abjectul) si a anilor '90 ("in-
toarcerea la real"), califica abjectul ca fiind o "operatie
regulatorie."'* Reversul abjectului este o operatie
igienica care promite o instrumentalitate directa pentru
a scapa de el: de expulsie, excludere, amputare, repri-
mare. Asa cum am vazut, lucrurile nu sunt atat de
clare. Abjectul se furiseaza Tnapoi, ca un supliment,
ruinand Tncercarile de a stabili categorii igienice.

Asadar, voi elabora ipoteza ca potentialul alegoric
(mai degraba, decat metaforic) al strigoiului consta in
incercarea de a elabora si exacerba strigoiul ca un
cliseu al alienarii prin utilizarea sa deliberat pentru a
"dramatiza ciudatenia a ceea ce a devenit real," asa
cum antropologii Jean si John L. Comaroff caracter-
izeaza functionalitatea culturald a strigoiului’>. De ce
ar vrea cineva sa faca un asemenea lucru? Asa cum
Deleuze si Guattari o prezinta, problema cu capitalis-
mul nu este aceea ca distruge realitatea; problema cu
capitalismul este ca nu este suficient de schizofrenic
si prolific’®. Cu alte cuvinte, elibereaza dorinta de pat-



tern-urile libidinale traditionale (ale familiei si religiei),
dar va dori intotdeauna sa reacumuleze acele energii
prin profit. Conform acestei concluzii, o cale de a ex-
plora capitalismul ar fi incurajarea excesului sau semi-
otic si specularea afectului. Capitalismul nu este o
forma totalitara sau tiranica de dominatie. Isi imprastie
efectele in primul rand prin indiferenta (care poate fi
comparata cu lipsa esentiala de initiativa a strigoiului).
Nu este ceea ce face capitalul, ci ceea ce nu face sau
nu are: nu are un concept despre societate; nu
previne epuizarea naturii; nu are un concept de
cetatenie sau de cultura; si asa mai departe. Astfel,
este o0 moralitate de sclav care ne face sa ne agatam
de capital ca si cum ar fi salvarea noastra- capitalismul
este, de fapt, ceea ce noi ii oferim. Dramatizarea cap-
italului prin exacerbare si exces poate probabil s& con-
tribuie la distilarea acestei situatii.

Strigoiul nu este orice tip de monstru, ci unul cu pedi-
gree-ul criticii sociale. Cum a fost deja mentionat,
alienarea - un termen marxist care a devenit obsolet-
este central strigoilor. Pentru Marx, pierderea controlu-
lui asupra muncii proprii- un soi de efect viral care se
imprastie prin spatiul social - rezulta in instrainarea de
sine, de alte persoane, si de specii precum umanitatea
insasi'’. Aceasta intrerupere a conexiunii dintre viata
si activitate are "efecte monstruoase."'® Astazi, in era
muncii imateriale, ale carei forme transforma afectul,
creativitatea si limbajul in oferte economice, alienarea
fata de capacitatile noastre productive rezulta in in-
stréinarea de aceste abilitati si, prin extensie, de pro-
ductia vizuala si artistica - si de propria subiectivitate.
Ce este util atunci cand ne raportam la monstru este
capacitatea de a-l recunoste imediat ca instréinare, si
din acest punct de vedere, este non-alienant. in plus,
am putea sa vorbim despre alienare fara sa facem
referire la naturd; un lucru bun, daca ne gandim ca
umanismul a fost ireversibil deconstruit in notiunea de
"stare naturala a omului" (pentru Marx parametrul poz-
itiv raportat la cer prin care putem sa ne masuram pro-
pria alienare). Altfel spus: starea naturala a omului
este s moara, nu sa sfarseasca ca strigoi.

Franco "Bifo" Berardi descrie cum géandirea munci-
toreasca italiana a anilor '60 a invalidat viziunea dom-
inanta a marxismului. Clasa muncitoare nu mai era
reprezentata ca "un obiect pasiv al alienarii, ci subiec-
tul activ al unui refuz capabil sa construiasca o comu-
nitate pornind de la instrainarea sa de interesele unei
societati capitaliste."'® Pentru muncitorul instrainat,
alienarea devine productiva. Deleuze si Guattari au
fost parte din aceeiasi generatie de ganditori si au dis-
trus o perspectiva traditionala asupra alienarii, de ex-
emplu, considerand schizofrenia ca o forma nomada
si multipla a constiintei (si nu ca efect clinic pasiv sau
ca pierderea sinelui). Ei abordeaza asta radical:" Sin-
gurul mit modern este mitul strigoilor- schizofrenici
mortificati, apti de munca, adusi ihapoi la ratiune."®

Originea strigoiului in voudoun-ul haitian are o lega-
tura explicitd cu munca, ca repetitie si intruchipare a
sclaviei. Persoana careia ii este adresata vraja strigoi
"moare", este ingropata, dezgropata si pusé la munca,
de obicei munc& manuala. in cartea "Sarpele si cur-
cubeul", etnobotanistul Wade Davis descrie povestea
unui barbat numit Narcisse, un fost strigoi:

Narcisse isi amintea sa fi fost constient de lipsa de lib-
ertate, de dorul de familie, prieteni si de pamantul sau,
de dorinta de a se reintoarce. Dar viata sa a avut in-
susirea unui vis ciudat, cu evenimente, obiecte si per-
ceptii interactionand in slow motion, cu totul complet
in afara controlului sau. De fapt nu era nici un control.
Deciziile nu aveau niciun sens, iar actiunea constienta
era o imposibilitate.?!

Strigoiul se poate plimba si indeplini sarcini, dar nu
poate vorbi, nu se poate apara, nu-si poate exprima
gandurile si nu-si stie nici macar numele: soarta sa
este sclavia. "Plecéand de la istoria coloniala" - inclusiv
ocupatia franceza si a SUA - Davis continua, concep-
tul de sclavie implica teama taranilor iar strigoiul se
alege cu un destin care este la propriu mai rau decét
moartea - pierderea libertétii fizice este sclavie, iar
sacrificiul autonomiei personale implica pierderea
identitatii.?2

Asta Tnsemnand mai mult decat schimbari fiziologice
inexplicabile, victimele voodoo-ului sufera o moarte
sociala si mentald, intr-un proces initiat de frica.
Strigoiul, considerat un subaltern nascut din intalnirile
coloniale, reprezinta figura care a rasarit dintr-o noua
raportare la moarte: nu frica de apocalipsa strigoi, pre-
cum in filme, ci frica de a deveni unul- frica de a pierde

controlul, de a deveni un sclav.

in cultura pop, strigoiul este un monstru al secolului
XX, asadar legat de fenomene de masa: productia de
masa, consum de masa, moarte in masa. Nu este un
aristocrat precum Dracula sau o vedeta ciudata; este
monstrul comun in care chestiunile practice coexista
cu extreme ale isteriei (foarte asemanator cu
democratia Tn prezent, de fapt). Strigoiul este poz-
itionat intre diviziunea dintre munca industriala si ima-
teriala, dintre masa si multitudine, dintre musculatura
industrializarii si creierele dispersate ale capitalismului
cognitiv.

Luand in considerare relatia sa, foarte ambigua, cu
subiectivitatea, constiinta si viata insasi, am putea
considera strigoiul drept paradigma a muncii imateri-
ale.® Atat strigoiul cat si munca imateriala celebreaza
logistica si colonizarea creierului si a sistemului ner-
vos. Mortul viu rataceste pe pamant si are o relatie ge-
netica cu agitatia: este "instinct motric pur”, asa cum
este expus in "Dawn of Dead" al lui Romero; sau
reprezinta un pericol "atata timp cat au un muncitor
care gandeste si are putind mobilitate", precum afirma
un vanator de strigoi in romanul "Razboiul mondial Z"
de Max Brooks.?* Aceasta afirmatie, o referinta con-
traintuitiva la capacitatea intelectuala a strigoiului
poate fi tradusa in termeni de "munca intelectuala si
"capitalism cognitiv", folosit pentru a sugera industrii
in moarte cerebrala - dar puternic regulate - precum
publicitatea si mass-media. Sau, "muncitorul care
gandeste" in carnea moarta a strigoiului este un indi-
ciu al adevarului marxist ca materia gandeste. Cum a
intrebat Lenin: ce stie masina- de propria relatie cu
productia? In acelasi mod, strigoiul ar putea pune in-
trebarea: ce stie carnea putrezita a strigoiului - despre
suflet? Asa cum spunea Spinoza: ceea ce poate face
corpul, acela este sufletul sau. lar strigoiul poate face
destul de multe.

in filmul lui Philip Kaufman din 1978, "Invasion of the
Body Snatchers", o uzina spatialéd care face copii ale
oamenilor si ii aduce inapoi ca versiuni goale isi im-
prastie retelele de-a lungul Globului ca si cum ar fi un
"world wide web". Corpul - incomplet nu doar
rataceste prin oras fara nici un scop, in cautare de
carne si creiere, ci a ocupat retelele de comunicare si
a inceput o operatiune planetara de a pune in circu-
latie corpuri, ca sustinatori ai marilor transformari de
la industrializare la munca imaterial&, in care productia
este eclipsata si luata in control de un regim de me-
diere si reproducere. Acesta este universul nostru lo-
gistic, Tn care lucrurile in miscare sunt valorizate si in
care, mai mult decét oricand, schimbul de informatii
insusi determina forma de comunicare. Natura a ceea
ce este schimbat este mai putin de luat in considerare
decéat importanta distributiei si a diseminarii. Exi-
gentele adaptarii sociale, pana acum familiare noua,
apar si in Invasion. Cineva care a fost in mod sigur
dezhumat ii impartaseste protagonistului, jucat de
Donald Sutherland, ca nu trebuie sa ii fie teama de
"noile concepte": imperativele de a socializa si de a
se reinventa pe sine, administrate odata cu figurile de
stil ale auto-canibalizarii (auto-management, auto-
evaluare,aut-control, auto-consum, si asa mai de-
parte). Asadar, profanatorii de morminte sunt o
caricaturd a unei fiinte ideale, incarndnd mobilitatea
fara nervozitate.?®

3. "Groaza solipsista si asociala"

Necesitatea unei interpretari sociologice a monstrului
modern deriva, pentru scopurile noastre, din pre-
siunea pe care capitalizarea creativitatii a exercitat-o
in ultimele decenii asupra practicii si gandirii artistice.
Arta a devenit o norma, in diferite moduri fata de cum
era sub ordinea culturala burgheza. Pe scurt, in cadrul
"economiei experientei", puterea normativa a artei
consista in comodificarea unei idei conventionale a
diferentei mitice a artei cu o perspectiva a reproducerii
subiectivitatii si economiei.

Acum 10 ani, teoreticieni ai management-ului, James
H. Gilmore si B. Joseph Pine Il au lansat conceptul de
economia experientei in cartea "The Experience
Economy: Work is Theatre and Every Business a
Stage". In ea descriu 0 economie in care experienta
e 0 noua sursa de profit ce poate fi obtinut prin
punerea in scena a memorabilului. Ceea ce este pro-
dus este experienta audientei, iar experienta este gen-
erata de mijloacele a ceea ce ar putea fi numit "efecte
ale autenticitatii" . In economia experientei arta si
marker-ii sai ai autenticitatii - creativitate, inovatie,

provocare, si altele asemenea - asigura un statut eco-
nomic experientei.?”

Gilmore si Pine sfatuieste producatorii sa-si adapteze
produsele pentru a maximiza experienta clientului,
astfel producatorii de valve ar putea sa sporeasca in
mod profitabil "experienta pomparii"; producatorii de
mobila ar putea in mod corespunzator sa puna accen-
tul pe "experienta statului"; iar producatorii de produse
electro-casnice ar putea capitaliza "experienta spalat-
ului", "experienta uscatului", si "experienta gatitului."?®
"Premizele psihologice" ale capacitatii de a "modifica
simtul realitatii consumatorului" este o tema centrala.?
Misiunea lui Gilmore si a lui Pine este de a scoate in
evidenta profitabilitatea producerii de situatii simulate.
Argumentele lor nu pot fi infirmate prin simpla atragere
a atentiei asupra acestui aspect: economia experientei
este in afara oricarei ideologii in aceeasi masura in
care este si intentia lor declarata de a simula mai bine
si mult mai convingator. in deplasarea ontologica a
economiei experientei catre o fenomenologie instru-
mentalizata, devine irelevanta verificarea materialitatii
unui obiect sau a unei situatii experimentate. Efectele
autenticitatii memorabile sunt constituite intr-un reg-
istru al experientei subiective. Cu alte cuvinte, subiec-
tivitatea cuiva devine un produs pe care cineva il
consuma, fiindu-i oferitd oportunitatea de a-si con-
suma timpul si atentia prin raspunsuri emotive si cog-
nitive la obiecte si situatii. Similar, cand economia
experientei este aplicata institutiilor culturale si
prezentarilor lucrarilor artistice, aceasta se-nvarte in
jurul modurilor de a oferi publicului posibilitatea de a
se reproduce sub forma de consumatori de experiente
culturale.

Este dificil sa nu percepem consecintele economiei
experientei ca dezmembrarea, nu numai a semnificati-
ilor artistice si institutionale, ci si a conexiunilor so-
ciale. Astfel, manualul pentru cursul de economia
experientei, la nivelul de masterat, oferit de Universi-
tatea Aarhus explica cum consumatorii dintr-o
economie a experientei functioneaza ca "hyper-con-
sumatori eliberati de legaturile sociale anterioare,
mereu in cautare de intensitate emotionald", iar acei
studenti ai cursului sunt echipati cu "oportunitatea de
a adopta comportamente antreprenoriale."°

Criticul cultural Dietrich Diederichsen numeste un
asemenea auto-consum Eigenblutdoping, blood dop-
ing. Asa cum ciclistii se dopeaza folosind propriul
sange, consumatorii culturali cauta sa-si augmenteze
identitatea consuméand produsele propriei subiectiv-
itati. Conform lui Diederichsen, acest fenomen este o
"groaza solipsista si asociald", care reduce viata la o
bucla in care si din care putem sa ne mutam fara sa
participam real la vreun proces.?' Tn interiorul acestor
bucle, timpul a fost suspendat, iar puterea traditionala
a institutiei culturale este stramutata cand audientele
sunt invitate sa ia parte la, si s4 se joace cu, o
aparentd "democratizare" a artei. In bucla, audientele
pierd in mod ironic posibilitatea de a-si marca subiec-
tivitatile pe orice altceva in afara lor, si sunt astfel
potential pagubiti de o oportunitate importanta de a
raspunde institutiei si complexului expozitional in care
arta este reprezentata.

Strigoiul se intoarce la acest punct pentru a urmari o
noua economie culturala care deja nu mai este, oblig-
atoriu, de actualitate; dar nici nu este nicicand de-
pasita, pentru ca anuleaza timpul cultural masurat in
decenii si secole. Timpul economiei experientei este
de un prezent secatuit.®?

4. Moartea mor;ii

Sunt cateva motive pentru care avem nevoie de un
monstru modern. in primul rand, ne poate ajuta sa
meditam la alienare in epoca noastra dominata de un
capitalism imaterial care a transformat viata in bani;
intr-o cultura ontocapitalista, legista in care ne in-
toarcem catre corpul mort, nu cu teama, ci ca un soi
de curator pornografic (marturie stand orice serial de-
spre vampiri, antreprenori de pompe funebre si medici
legisti). Asa cum scrie Steven Shaviro, "strigoii
marcheaza rebeliunea mortii impotriva aproprierii sale
capitaliste... societatea noastra incearca sa trans-
forme moartea intr-o valoare, dar strigoii intrupeaza
un refuz radical si distrugerea valorii."3® Shaviro sub-
liniaza aici, in mod direct, strategia de eliberare a
strigoiului din acea stranietate a scenariilor, in-
strainarea mortii insasi. Dar in acelasi timp, se pune
problema daca poate fi atat de simplu. Figurile de stil
ale capitalismului imaterial, referitoare la auto-cani-

Francis Alys, "Politics of Rehearsal", New York City, video, 2005, 30'. Courtesy of the artist.

balizare, fac mai ambigua decéat oricand incercarea
de a intelege daca abjectul este o criza in cadrul or-
dinii subiectului si a societatii, sau o confirmare per-
versa a lor. Altfel spus, dincolo de distrugerea valorii
pe care o dezbate Shaviro, totul se invarte in jurul unei
ghicitori: daca, de-a lungul vietii noastre ca fiinte plati-
toare de taxe, viata insasi a devenit capital, atunci ce
se intampla cu moartea?

Un raspuns este ca, intr-o lume fara exterior, moartea
moare. Suntem martori la moartea mortii, al carui
simptom cel mai proeminent este suprareprezentarea.
Pentru prima data de la Cel De-al Doilea Razboi Mon-
dial, nu mai sunt naratiuni cu sah-mat. Orizonturilor
apocaliptice le este oferita gratierea. O planeta in
afara echilibrului sau ecologic este un dezastru, dar
nu ceva important. In artd, "moartea Autorului" si
"moartea Omului", concepte ale mijlocului secolului
XX sunt acum puternic operationale, iar "moartea
Artei", o chestiune extrem de importanta in anii '80,
este eclipsata de splendida victorie a "artei contem-
porane". Aceasta in pofida adevarului evident ca arta,
considerata ca entitate autonomé, este moarta si in-
gropata, inlocuita de o noua arta (o dublura?) care
este inscrisa direct in culturd; un scenariu pentru acti-
unea sociala si culturald. Nu mai este nimic rezervat
mortii, ca si cum am fi captivi, continuu, in centrul in-
susi al eternei reintoarceri. Ca in materialul pro-
motional pentru filmul lui George Romero, Survival of
the Dead (2009): " moartea nu mai este ceea ce era
odata". Asta ar trebui sa fie un motiv de ingrijorare.
Naratiunile cu final ireversibil au insotit intotdeauna
noi paradigme, sau au negat, ori problematizat, repro-
ducerea ideilor primite.

Strigoiul nu mai este considerat a fi o post-fiinta, un
fost-om, un subiect imposibil. Putem insa sa ne
géandim la el ca la o pre-fiinta? Putem sa-l transfor-
mam fintr-un copil; cea mai deranjanta materializare a
monstrului si a fantomei ("copil-jucator impotriva
caruia nu putem face nimic", cum afirma Spinoza),
sau cel putin sa-i permitem sa indice o limita a pre-fi-
intei?®* Adica, lipsa incarnata de strigoi este prezenta
si la nivelul articularii in naratiunea strigoi. In filmele
lui Romero, apocalipsa strigoi se retrage gradual in
fundal si alte probleme- inter-umane, sociale- devin
proeminente de-a lungul relevarii intrigii. Strigoiul, in-
totdeauna tacut, nu este niciodata in centrul actiunii
in felul in care Dracula sau Frankenstein sunt, de

aceea, prezenta sa nu poate fi minimalizata ca un
mecanism de reintegrare a tensiunii sociale prin
teama. Este un monstru ciudat, tragicomic, care sub-
stituie raul si conceptul sdu: strigoiul nu este rau, si
nici nu a fost produs de rau; este o monstruozitate
care deviaza pentru a demonstra ca imaginatia noas-
tra nu se poate opri la monstru. Este irelevant daca il
ucizi (intotdeauna vor mai fi alte zece brate ce apar
prin fereastra spartd). Strigoiul pune in fata lui un ori-
zont de timp gol; daca acel timp va fi mesianic sau
apocaliptic, este momentan suspendat. Or, strigoiul
reprezinta stadiul in care suntem incapabili sa ne
reimaginam viitorul. Asa ca intrebarea devine: Cum
ne putem uita peste umarul sau? Ce rasa urmeaza
dupa strigoi? Cum putem canibaliza auto-cani-
balizarea? Singurul mod in care putem afla asta este
prin abstractizarea conditiei de strigoi.

Mai devreme sau mai tarziu, opacitatea fascinatiei
noastre fata de strigoi exhausteaza incercérile socio-
logice de interpretare. in final, nu exist& nici o modal-
itate de a rationaliza scepticismul pe care strigoiul il
aduce cu sine. Un mecanism similar il regasim in lu-
crul din cadrul artei. In timp ce sociologia este bazata
pe cunoastere pozitivista, arta este bazata pe concep-
tul de reimaginare artistica si culturald a acelui con-
cept. In afara economiei experientei, si dincolo de
analiza sociologica a acestora, se afla noi moduri de
gandire si imaginare artistica. Astfel, putem sa asistam
la prabusirea a tot in final: a sociologiei, strigoiului ca
alegorie, chiar si a absentei sfarsitului care pana la
urma pare sa fie unul. Ce ramane, sunt urmele mate-
riale care urmeaza a fi reinterpretate de la inceput.

“Strigoii Muncii Imateriale” a fost inifial prezentata in
seria de prelegeri Masquerade, organizata de plat-
forma curatoriala "If | Can't Dance | Don't Want To Be
Part Of Your Revolution", la Institutul Piet Zwart din
Rotterdam, pe 25 ianuarie, 2010.

Notd: In varianta originala, in limba engleza, autorul
foloseste termenul “zombi”

Note

1. li sunt recunoscétor lui Brian Kuan Wood pentru ti-
tlul acestui eseu.

2. "The Playboy Interview: Marshall McLuhan," Play-
boy, Martie 1969, accesibil la

http://www.nextnature.net/2009/12/the-playboy-inter-
view-marshall-mcluhan. i sunt recunoscétor lui
Jacob Lillemose pentru aceasta referinta.

3. Sigmund Freud, “The Uncanny”, trans. David
McLintock (1899; London:Penguin Books, 2003), 150.
4. Karl Marx and Friedrich Engels, a"The Communist
Manifesto”, trans. Samuel Moore (1848; London: Pen-
guin Classics, 1967), 78, 94

5. Ibid.

6. Ibid., 83.

7. Jacques Derrida, “Specters of Marx: the State of
the debt, the Work of Mourning, and the New Interna-
tional”, trans. Peggy Kamuf (1993; New York: Rout-
ledge, 2006), 57.

8. Ma gandesc la cartea lui Mike Kelley, "The Un-
canny" (1993; Cologne: Walther Konig 2004), a lui
Cristoph Grunenberg, "Gothic: Transmutations of Hor-
ror in Late-Twentieth-Century Art" (Boston: Institute of
Contemporary Art, 1997) si ce a lui Paul Schimmel,
Helter Skelter: "L.A. Art in the 1990s", ed. Catherine
Gudis (Los Angeles: Museum of Contemporary Art,
1992) care are subtitlul: “Art of the Living Dead”.

9. David Deitcher: "Social Aesthetics," in Democracy:
A Project by Group Material, ed. Brian Wallis (New
York: DIA Art Foundation, 1990), 37. (Deitcher dateaza
in mod eronat Dawn of the Dead ca aparut in 1979;
anul correct este 1978)

10. Franco Moretti, "Dialectic of Fear" in Signs Taken
Wonders: On the Sociology of Literary Forms, trans.
Susan Fischer, David Forgacs, and David Miller (Lon-
don: Verso, 1983), 84.

11. Steven Shaviro, “The Cinematic Body” (1993; Min-
neapolis: University of minnesota Press, 2006), 91.
12. Brian Holmes, "The Affectivist Manifesto: Artistic
Critique in the 21st Century," in Escape the Overcode:
Activist Art in the Control Society (Eindhoven: Van
Abbemuseum; Zagreb: What, How & for Whom,
2009), 14.

18. Vezi Julia Kristeva, “Powers of Horror: An Essay
on Abjection”, trans. Leon S. Roudiez (New York: Co-
lumbia University Press, 1982)

14. Hal Forster, “The Return of the Real” (Cambridge,
MA: The MIT Press, 1996),156.

15. Jean and John L. Comaroff, " Alien-Nation: Zom-
bies, Immigrants and Millennial Capitalism," South At-
lantic Quarterly 101, no.4 (Fall 2002): 779-805. li sunt
recunoscator lui Kodwo Eshun pentru aceasta refer-
inta. Impulsul alegoric din spatele aducerii zombiului



inapoi la conceptul marxist de alienare deriva din di-
namica vietii existentei ruinate (lipsa de) a strigoiului.
Astfel faimoasa trilogie a lui George Romero este o
secventa de variatie alegorica: o critica a Americii ra-
siste (Night), o critica a consumerismului (Dawn), si o
critica cu accente feministe (Day).

16. Vezi Gilles Deleuze si Felix Guattari: “Anti-Oedi-
pus: Capitalism and Schizophrenia”, trans. Robert
Hurley, Mark Seem, and Helen R. Lane (1972; Min-
neapolis: University of Minnesota Press, 1983)

17. Vezi si introducer mea din ghidul expozitiei "A His-
tory of Irritated Material" (London: Raven Row, 2010).
18. Karl Marx, "Estranged Labour," in Economic and
Philosophical Manuscripts of 1848, accesibil la
http://www.marxist.org/archive/marx/works/1844/man-
uscripts/labour.htm.

19. Farnco "Bifo" Berardi, “The Soul at Work: From
Alienation to Autonomy”, trans. Francesca Cadel and
Mecchia Giuseppina (New York: Semiotext(e), 2009)
20. Deleuze and Guattari: “Anti-Oedipus: Capitalism
and Schizoprenia”, 335.

21. Wade Davis, The Serpent and the Rainbow (New
York: Simon &Schuster, 1985), 80.

22. Ibid., 139.

23. Vezi si articolul meu " Brains" in Muhtelif no. 4
(2008).

24. Max Brooks, “World War Z: An Oral History of the
Zombie War” (New York: Gerald and Duckworth,
2007), 96.

25. Vezi Berardi, “The Soul at Work”, 21.

26. In traducerea spaniola cei strigoii modificati sunt
numiti ultracuerpos: ultra-corpuri, ca si cum ar fi niste
mutatii foarte bine adaptate.

27. Vezi si Kunst er Norm (Aarhus: Jutland Art Acad-
emy, 2008).

28. James H. Gilmore si B. Joseph Pine Il, “The Ex-
perience Economy: Work is Theatre and Every Busi-
ness is a Stage” (Boston: Harvard Business School
Press, 1999), 16.

29. Ibid., 175.

30. Vezi website-ul Universitatea Aarhaus, Facultatea
de Stiinte Umaniste,
http://studieguide.au.dk/kandiadat_dk.cfm?fag=1062.
31. Diedrich Diederichsen, Eigenblutdoping: “Selb-
stverwertung, Kunstlerromantik, Partizipation®
(Cologne: Kiepenheuer& Witsch, 2008).

32. Zizek dezbate strigoiul in termenii suferintei. De-
spre filmul lui Romero, “Night of the Living Dead”, el
scrie: "Strigoii nu sunt portretizati ca intruchipari ale
raului pur, a unui simplu instinct de a ucide sau de
rdzbunare, ci ca suferinzi, urmérindu-si victimele cu o
insistenta ciudata, colorata de un soi de tristete in-
finita." Mortii isi fac aparitia melancolica deoarece nu
au fost ingropati corespunzator- precum stafiile, zobii
se intorc- "ca niste colectori ai unor datorii simbolice
neplatite". Zizek subliniaza faptul ca " intoarcerea celui
mort inseamna ca nu isi pot gasi locul potrivit in textul
traditiei," o informatie pe care o putem folosi pentru
propriile noastre scopuri sociologice. In mod similar,
comoditatea experientei nu isi poate gasi locul in tex-
tul traditiei si culturii, cu atat mai mult cu céat aceasta
este exact ceea ce economia experientei desface."
Slavoj Zizek, "Looking Awry: An Introduction to
Jacques Lacan through Popular Culture" (Cambridge,
MA: MIT Press, 1992), 22-23.

33. Shaviro, “The Cinematic Body”, 84.

34. Citat din Gilles Deleuze si Felix Guattari: "Qu'est-
ce que la philosophie". Minuit, Paris 1991, p.70.

Text publicat pentru prima data in E-Flux Journal, nr.
15, 2010.

Zombies of Immaterial Labor: The
Modern Monster and the Death of
Death

by Lars Bang Larsen

Undead and abject, the zombie is uncontrollable am-
biguity.! Slouching across the earth, restlessly but with
hallucinatory slowness, it is a thing with a soul, a body
that is rotten but reactive, oblivious to itself yet driven
by unforgiving instinct. It follows that if the zombie is
defined by ambiguity, it cannot be reduced to a nega-
tive presence. In fact, it could be a friend. So why does
it lend itself so easily as a metaphor for alienation,
rolling readily off our tongues? Resorting to the zom-
bie as a sign for mindless persistence is unfair to this

particular monster, to be sure, but also apathetic and
facile in the perspective of the historical space we in-
habit. My proposal, perverse or braindead as it may
be, is that the zombie begs a materialist analysis with
a view to contemporary culture. Such an analysis is
necessarily double-edged. The zombie is pure need
without morality, hence it promises a measure of ob-
jectivity; we know exactly what it wants — brains, flesh
— because this is what it always wants. Abject mon-
strosity is naturally impossible to render transparent,
but abjectness itself harbors a defined function that
promises instrumentality (of a blunt and limited kind,
admittedly). In this way we may proceed to address
contemporary relations of cultural production, at the
same time as we reflect on the analytical tools we
have for doing so. Thus the following is an attempt at
a sociological reading of the zombie that draws its ne-
cessity from the pressure that the capitalization of cre-
ativity has exerted on artistic practice and
spectatorship in the recent decade. But it is also the
inevitable subversion of the conclusions of such an
analysis, as we begin to return to artistic thinking.

1. Marxploitation of the Gothic

The zombie as a figure of alienation is the entranced
consumer suggested by Marxian theory. It is Guy De-
bord’s description of Brigitte Bardot as a rotten corpse
and Frederic Jameson’s “death of affect”; and of
course what media utopianist Marshall McLuhan
called “the zombie stance of the technological idiot.”
Thus zombification is easily applied to the notion that
capital eats up the body and mind of the worker, and
that the living are exploited through dead labor. When
Adam Smith invoked the moral operations of the “in-
visible hand of the market”, he had something else in
mind than an integrated world economy that recalls
Freud’s unheimlich: “Severed limbs, a severed head,
a hand detached from the arm, feet that dance by
themselves — all of those have something highly un-
canny about them, especially when they are credited
with independent activity.” Under the globalized rein-
forcement of capital, the independent activity of ghost
limbs is increasingly only apparent, yet no less gratu-
itous and unsettling. Economy and production have in
this way often been dressed up in Gothic styles; just
think of William Blake’s “dark satanic mills” of indus-
trialization. It is doubtful, of course, that Marx would
have endorsed the zombie as a figure of alienation,
inasmuch as it incarnates a collapsed dialectics (be-
tween life and death, productivity and apathy, etc.) that
can only be recaptured with great difficulty. However,
leafing through The Communist Manifesto of 1848 one
finds rousing Gothic metaphor. The power of class
struggle is famously likened to a ghost that is haunting
Europe — the “specter of Communism”; we are also
told that with the proletariat, the bourgeoisie has pro-
duced “its own gravediggers,” and that modern bour-
geois society “has conjured up such gigantic means
of production and of exchange” that it is like “the sor-
cerer, who is no longer able to control the powers of
the netherworld whom he has called up by his spells.™
The Gothic, understood as the revival of medieval
styles in the seventeenth century and since, is the the-
atrical representation of negative affect that emanates
from a drama staged around power; a pessimistic di-
alectic of enlightenment that shows how rationality
flips into barbarism and human bondage. Thus it is
puzzling (or populist, agitational) that Marx and Engels
employ Gothic metaphor related to the middle ages
“that reactionists so much admire.” The Gothic con-
traband in progressive politics is the notion that fear
can be sublime. It is as if the reader of the manifesto
cannot after all rely on the “sober senses,” but needs
a little extra rhetorical something to compel her to face
her “real conditions in life.”® How did the excess of
counter-enlightenment tropes come to prominence in
processes of political subjectivation? As Derrida writes
in Specters of Marx, “Marx does not like ghosts any
more than his adversaries do. He does not want to be-
lieve in them. But he thinks of nothing else . . . He be-
lieves he can oppose them, like life to death, like vain
appearances of the simulacrum to real presence.”
Once it becomes clear that Marxist ghost-hunting is
already corrupted by a Gothic impulse, it allows for a
reconstruction of Marxist critique; a new “spirit of
Marx,” as discussed by Derrida. In terms of traditional
aesthetic hierarchies, the Gothic definitely belongs
amongst the underdogs of genres, to the embarrass-
ing aesthetic proletariat. Maybe this is what spoke
through Marx, like spirits inhabiting a medium, and
helped shaped his formidable literary intuition? In this
perspective there is no political reason to exclude the

Gothic. The New York artists collective Group Material
were among the first to establish a link between the
Gothic and a Marxist line of cultural critique, before
the former became a curatorial trope.® The flyer for
their 1980 show “Alienation” mimicked advertising for
Alien, and the film program included James Whale’s
Frankenstein (1931). In their installation Democracy
(1988), a zombie film was continuously screened
throughout the exhibition: Dawn of the Dead, “George
Romero’s 1978 paean to the suburban shopping mall
and its implicit effects on people.” The film was “an es-
pecially significant presence... , one which indicated
the pertinence of consumer culture to democracy and
to electoral politics.” Franco Moretti makes it clear
that you can’t sympathize with those who hunt the
monsters. In his brilliant 1978 essay “Dialectic of Fear”
he notes that in classic shockers such as Bram
Stoker’s Dracula and Mary Shelley’s Frankenstein "we
accept the vices of the monster’s destroyers without
a murmur.”’® The antagonist of the monster is a rep-
resentative of all that is “complacent, stupid, philistine,
and impotent” about existing society. To Moretti this in-
dicates false consciousness in the literature of fear; it
makes us side with the bourgeoisie. But by passing
judgment on the literature of fear through a dialectic
of reason and affect (Stoker “doesn’t need a thinking
reader, but a frightened one”), Moretti’s ideology cri-
tique joins the ranks of the destroyers of the monster
and thereby, on a cultural level, of those fictitious char-
acters he criticizes. In fact, Moretti kills the monster
twice: he doesn’t question its killing in the text, and he
has no need for it outside the text. George Romero
analyses the conflict between the monster and its ad-
versaries in a similar vein. Crucially, however, his tril-
ogy Night of the Living Dead (1968), Dawn of the
Dead (1978), and Day of the Dead (1985), reverses
Moretti’s conclusion, thereby turning cultural space in-
side out. In Romero, antagonism and horror are not
pushed out of society (to the monster) but are rather
located within society (qua the monster). The issue
isn’t the zombies; the real problem lies with the “he-
roes” — the police, the army, good old boys with their
guns and male bonding fantasies. If they win, racism
has a future, capitalism has a future, sexism has a fu-
ture, militarism has a future. Romero also implements
this critique structurally. As Steven Shaviro observes,
the cultural discomfort is not only located in the films’
graphic cannibalism and zombie genocide: the low-
budget aesthetics makes us see “the violent fragmen-
tation of the cinematic process itself.”"" The zombie in
such a representation may be uncanny and repulsive,
but the imperfect uncleanness of the zombie’s face —
the bad make-up, the failure to hide the actor behind
the monster’s mask — is what breaks the screen of the
spectacle. Brian Holmes writes in “The Affectivist Man-
ifesto” (2009) that activism today faces “not so much
soldiers with guns as cognitive capital: the knowledge
society, an excruciatingly complex order. The striking
thing... is the zombie-like character of this society, its
fallback to automatic pilot, its cybernetic gover-
nance.”'? Holmes’ diagnosis gets its punch from the
counterintuitive tension between the notion of control
and the zombie’s sleepwalking mindlessness. Even
our present culture’s schizophrenic scenario of neolib-
eral economy and post-democratic reinforcement of
the state apparatus cannot be reduced to evil. But if
Holmes uses the monster trope to define a condition
of critical ambiguity, he follows Marxist orthodoxy by
setting this definition to work dialectically vis-a-vis an
affirmative use of the manifesto format. The manifesto
is haunted by its modernist codification as a mobiliza-
tion of a collective We in a revolutionary Now. This
code, and the desire it represents, is invariably trans-
parent to itself, as opposed to the opacity of the zom-
bie.

2. Monster of Mass and Multitude

What most informs metaphorical applications of the
zombie is perhaps the functional dimension that its ab-
jectness seems to lend to it. According to Julia Kris-
teva’s definition, the abject is what | must get rid of in
order to be an I."® The abject is a fantasmatic sub-
stance that must be expelled — from the body, from so-
ciety —in order to satisfy a psychic economy, because
it is imagined to have such a likeness or proximity to
the subject that it produces panic or repulsion. This,
Hal Foster writes, echoing critical preoccupations in
the art of the 1980s (the abject) and of the 1990s (the
“return of the real”), qualifies the abject as “a regula-
tory operation.”'* The obverse of the abject is a hy-
gienic operation that promises a blunt instrumentality
of getting rid of — of expulsing, excluding, severing, re-

pressing. As we have seen, things are not so clear.
The abject sneaks back in as a supplement, subvert-
ing attempts at establishing hygienic categories. | will
therefore hypothesize that the zombie’s allegorical
(rather than merely metaphorical) potential lies in try-
ing to elaborate and exacerbate the zombie as a
cliché of alienation by using it to deliberately “drama-
tize the strangeness of what has become real,” as an-
thropologists Jean and John L. Comaroff characterize
the zombie’s cultural function.'> Why would one want
to do such a thing? As Deleuze and Guattari had it,
the problem with capitalism is not that it breaks up re-
ality; the problem with capitalism is that it isn’t schizo-
phrenic and proliferating enough.'® In other words, it
frees desire from traditional libidinal patterns (of family
and religion and so on), but it will always want to re-
capture these energies through profit. According to
this conclusion, one way to circumnavigate capitalism
would be to encourage its semiotic excess and its
speculation in affect. Capitalism is not a totalitarian or
tyrannical form of domination. It primarily spreads its
effects through indifference (that can be compared to
the zombie’s essential lack of protagonism). It is not
what capital does, but what it doesn’t do or have: it
does not have a concept of society; it does not coun-
teract the depletion of nature; it has no concept of cit-
izenship or culture; and so on. Thus it is a slave
morality that makes us cling to capital as though it
were our salvation — capitalism is, in fact, what we
bring to it. Dramatization of capital through exacerba-
tion and excess can perhaps help distill this state of
affairs. The zombie isn’t just any monster, but one with
a pedigree of social critique. As already mentioned,
alienation — a Marxian term that has fallen out of use
— is central to the zombie. To Marx the loss of control
over one’s labor — a kind of viral effect that spreads
throughout social space — results in estrangement
from oneself, from other people, and from the
“species-being” of humanity as such.17 This disrup-
tion of the connection between life and activity has
“monstrous effects.”'® Today, in the era of immaterial
labor, whose forms turn affect, creativity, and language
into economical offerings, alienation from our produc-
tive capacities results in estrangement from these fac-
ulties and, by extension, from visual and artistic
production — and from our own subjectivity. What is
useful about the monster is that it is immediately rec-
ognizable as estrangement, and in this respect is non-
alienating. Secondly, we may address alienation
without a concept of nature; a good thing, since the
humanism in the notion of “the natural state of man”
(for Marx the positive parameter against which we can
measure our alienation) has at this point been irre-
versibly deconstructed. In other words: the natural
state of man is to die, not to end up as undead. Franco
“Bifo” Berardi describes how ltalian Workerist thought
of the 1960s overturned the dominant vision of Marx-
ism. The working class was no longer conceived as “a
passive object of alienation, but instead the active
subject of a refusal capable of building a community
starting out from its estrangement from the interests
of capitalistic society.”"® For the estranged worker,
alienation became productive. Deleuze and Guattari
were part of the same generation of thinkers and over-
turned a traditional view of alienation, for example by
considering schizophrenia as a multiple and nomadic
form of consciousness (and not as a passive clinical
effect or loss of self). They put it radically: “The only
modern myth is the myth of zombies — mortified
schizos, good for work, brought back to reason.” The
origin of the zombie in Haitian vodoun has an explicit
relationship to labor, as a repetition or reenactment of
slavery. The person who receives the zombie spell
“dies,” is buried, excavated, and put to work, usually
as a field hand. In his book The Serpent and the Rain-
bow, ethnobotanist Wade Davis tells the story of a
man called Narcisse, a former zombie:

[Narcisse] remembered being aware of his predica-
ment, of missing his family and friends and his land,
of wanting to return. But his life had the quality of a
strange dream, with events, objects, and perceptions
interacting in slow motion, and with everything com-
pletely out of his control. In fact there was no control
at all. Decision had no meaning, and conscious action
was an impossibility.2! The zombie can move around
and carry out tasks, but does not speak, cannot fend
for himself, cannot formulate thoughts, and doesn’t
even know its own name: its fate is enslavement.
“Given the colonial history” — including occupation by
France and the US — Davis continues, the concept of
enslavement implies that the peasant fears and the
zombie suffers a fate that is literally worse than death

— the loss of physical liberty that is slavery, and the
sacrifice of personal autonomy implied by the loss of
identity.?2

That is, more than inexplicable physiological change,
victims of voodoo suffer a social and mental death, in
a process initiated by fear. The zombie considered as
a subaltern born of colonial encounters is a figure that
has arisen then out of a new relationship to death: not
the fear of the zombie apocalypse, as in the movies,
but the fear of becoming one — the fear of losing con-
trol, of becoming a slave. In pop culture the zombie is
a twentieth-century monster and hence related to
mass phenomena: mass production, mass consump-
tion, mass death. It is not an aristocrat like Dracula or
a star freak like Frankenstein; it is the everyman mon-
ster in which business as usual coexists with extremes
of hysteria (much like democracy at present, in fact).
The zombie also straddles the divide between indus-
trial and immaterial labor, from mass to multitude, from
the brawn of industrialism to the dispersed brains of
cognitive capitalism. With its highly ambiguous rela-
tionship to subjectivity, consciousness, and life itself,
we may hence consider the zombie a paradigm of im-
material labor.2® Both the zombie and immaterial labor
celebrate logistics and a colonization of the brain and
the nervous system. The living dead roam the world
and have a genetic relationship with restlessness:
they are “pure motoric instinct,” as it is expressed in
Romero’s Dawn of the Dead; or they represent a dan-
ger “as long as they got a working thinker and some
mobility,” as one zombie hunter puts it in the novel
World War Z by Max Brooks.?* The latter, counterintu-
itive reference to the zombie’s intellectual capacity
may be brought to bear on the terms ‘“intellectual
labor” and “cognitive capitalism,” used to denote brain-
dead — and highly regulated — industries such as ad-
vertising and mass media. Or, the “working thinker” in
the zombie’s dead flesh is an indication of the Marxist
truth that matter thinks. As Lenin asked: what does the
car know — of its own relations of production? In the
same way, the zombie may prompt the question: what
does the zombie’s rotting flesh know — of the soul? As
Spinoza said: what the body can do, that is its soul.?®
And the zombie can do quite a lot. In Philip Kaufman’s
1978 film Invasion of the Body Snatchers, a space
plant that duplicates people and brings them back as
empty versions of themselves spreads its fibers
across the Earth as if it were the World Wide Web. The
body-snatched don't just mindlessly roam the cities in
search of flesh and brains, but have occupied the net-
works of communication and start a planetary opera-
tion to circulate bodies, as if proponents of the great
transformation from industrialism to immaterial labor,
in which production is eclipsed and taken over by a
regime of mediation and reproduction. This is our lo-
gistical universe, in which things on the move are val-
orized, and in which more than ever before the
exchange of information itself determines communica-
tive form. The nature of what is exchanged recedes in
favor of the significance of distribution and dissemina-
tion. Exigencies of social adaptation, by now familiar
to us, also appear in Invasion. Somebody who has
clearly been body-snatched thus tells the main char-
acter, played by Donald Sutherland, to not be afraid
of “new concepts”: imperatives to socialize and to rein-
vent oneself, shot through with all the accompanying
tropes of self-cannibalization (self-management, self-
valuation, self-regulation, self-consume, and so forth).
Thus the body snatchers are a caricature of ideal
being, incarnating mobility without nervousness.2®

3. “Solipsistic and asocial horror”

The necessity of a sociological reading of the modern
monster derives, for our purpose, from the pressure
that the capitalization of creativity has in the past
decade exerted on artistic practice and thinking. Art
has become a norm, in a different way than it was
under the cultural order of the bourgeoisie. In short,
within the “experience economy,” art’'s normative
power consists in commodifying a conventional idea
of art’'s mythical otherness with a view to the repro-
duction of subjectivity and economy. Ten years ago,
management thinkers James H. Gilmore and B.
Joseph Pine Il launched the concept of the experience
economy with their book The Experience Economy:
Work is Theatre and Every Business a Stage. Here
they describe an economy in which experience is a
new source of profit to be obtained through the staging
of the memorable. What is being produced is the ex-
perience of the audience, and the experience is gen-
erated by means of what may be termed “authenticity

effects.” In the experience economy it is often art and
its markers of authenticity — creativity, innovation,
provocation, and the like — that ensure economic sta-
tus to experience.?” Gilmore and Pine advise manu-
facturers to tailor their products to maximize customer
experience, thus valve manufacturers could profitably
increase the “pumping experience”; furniture manu-
facturers might correspondingly emphasize the “sitting
experience”; and home-appliance manufacturers
could capitalize on the “washing experience,” the “dry-
ing experience,” and the “cooking experience.”® The
“psychological premise” of being able to “alter con-
sumers’ sense of reality” is a central theme.?® Gilmore
and Pine’s mission is to highlight the profitability of
producing simulated situations. Their arguments will
not be subverted by simply pointing out this fact: the
experience economy is beyond all ideology inasmuch
as it is their declared intention to fake it better and
more convincingly. In the experience economy’s on-
tological displacement towards an instrumentalized
phenomenology, it becomes irrelevant to verify the
materiality of the experienced object or situation.
Memorable authenticity effects are constituted in a
register of subjective experience. In other words, one’s
own subjectivity becomes a product one consumes,
by being provided with opportunities to consume one’s
own time and attention through emotive and cognitive
responses to objects and situations. Similarly, when
the experience economy is applied to cultural institu-
tions and the presentation of art works, it revolves
around ways of providing the public with the opportu-
nity to reproduce itself as consumers of cultural expe-
riences. It is difficult not to see the consequences of
the experience economy as the dismantling of not only
artistic and institutional signification but also of social
connections. Thus the syllabus for the masters-level
experience economy course offered by the University
of Aarhus explains how consumers within an experi-
ence economy function as “hyper-consumers free of
earlier social ties, always hunting for emotional inten-
sity,” and that students of the course are provided with
“the opportunity to adopt enterprising behaviours.”°
Cultural critic Diedrich Diederichsen calls such self-
consume Eigenblutdoping, blood doping. Just as cy-
clists dope themselves using their own blood, cultural
consumers seek to augment their self-identity by con-
suming the products of their own subjectivity. Accord-
ing to Diederichsen, this phenomenon is a “solipsistic
and asocial horror,” which reduces life to a loop we
can move in and out of without actually participating
in any processes.®! Inside these loops, time has been
brought to a halt, and the traditional power of the cul-
tural institution is displaced when audiences are in-
vited to play and participate in an ostensible
“democratization” of art. In the loop, audiences ironi-
cally lose the possibility of inscribing their subjectivities
on anything besides themselves, and are hence po-
tentially robbed of an important opportunity to respond
to the institution and the exhibitionary complex where
art is presented. The zombie returns at this point, then,
to stalk a new cultural economy that is necessarily al-
ready no longer current; nor is it ever outdated, be-
cause it cancels cultural time measured in decades
and centuries. The time of the experience economy is
that of an impoverished present.®?

4. The Death of Death.

There are several reasons why we need a modern
monster. Firstly, it can help us meditate on alienation
in our era of an immaterial capitalism that has turned
life into cash; into an onto-capitalist, forensic culture
in which we turn towards the dead body, not with fear,
but as a kind of pornographic curator (as testified to
by any number of TV series about vampires, under-
takers, and forensics). As Steven Shaviro writes,
“zombies mark the rebellion of death against its capi-
talist appropriation . . . our society endeavors to trans-
form death into value, but the zombies enact a radical
refusal and destruction of value.”®® Shaviro sharply
outlines here the zombie’s exit strategy from that
strangest of scenarios, the estrangement of death it-
self. But at the same time, one wonders whether it can
be that simple. Immaterial capitalism’s tropes of self-
cannibalization render it more ambiguous than ever
whether the abject is a crisis in the order of subject
and society, or a perverse confirmation of them. In
other words, beyond the destruction of value that
Shaviro discusses, it all revolves around a riddle: if,
during our lifespan as paying beings, life itself has be-
come capital, then where does that leave death? One
answer is that, in a world with no outsides, death died.



We are now witnessing the death of death, of which
its overrepresentation is the most prominent symptom.
For the first time since the end of the Second World
War there are no endgame narratives. Apocalyptic
horizons are given amnesty. A planet jolted out of its
ecological balance is a disaster, but not something im-
portant. In art, the mid twentieth century’s “death of
the Author” and “death of Man” are now highly opera-
tional, and the “death of Art,” a big deal in the 1980s,
is now eclipsed by the splendid victory of “contempo-
rary art.” This in spite of the obvious truth that art, con-
sidered as an autonomous entity, is dead and gone,
replaced by a new art (a double?) that is directly in-
scribed on culture; a script for social and cultural
agency. There is nothing left to die, as if we were
caught in the ever-circling eye of the eternal return it-
self. As the blurb for George Romero’s Survival of the
Dead (2009) goes: “Death isn’t what it used to be.”
This ought to be a cause for worry. Endgame narra-
tives have always accompanied new paradigms, or
have negated or problematized the reproduction of re-
ceived ideas. The zombie is always considered a post-
being, a no-longer-human, an impossible subject. But
can we also think of it as a pre-being? Can we turn it
into a child; that most poignant embodiment of the
monster and the ghost (the “child-player against whom
can nothing,” as Spinoza put it), or at least allow it to
indicate a limit of not-yet-being?®* That is, the lack in-
carnated by zombie is also present at the level of
enunciation in the zombie narrative. In Romero’s films,
the zombie apocalypse gradually recedes into the
background and other — inter-human, social — prob-
lems become prominent during the unfolding of the
plot. The zombie, always mute, is never at the center
of the plot the way Dracula or Frankenstein are, hence
its presence cannot be explained away as a mecha-
nism for reintegrating social tension through fear. It is
a strange, tragicomic monster that displaces evil and
its concept: the zombie isn’t evil, nor has it been begot
by evil; it is a monstrosity that deflects itself in order
to show that our imagination cannot stop at the mon-
ster. ltis irrelevant if you kill it (there will always be ten
more rotten arms reaching through the broken window
pane). The zombie pushes a horizon of empty time
ahead of it; whether that time will be messianic or
apocalyptic is held in abeyance. Or, the zombie rep-
resents the degree to which we are incapable of
reimagining the future. So the question becomes: How
can we look over its shoulder? What future race
comes after the zombie? How do we cannibalize self-
cannibalization? The only way to find out is to abstract
the zombie condition. Sooner or later, the opacity of
our fascination with the zombie exhausts sociological
attempts at reading of it. There is ultimately no way to
rationalize the skepticism the zombie drags in. A sim-
ilar mechanism is at work in art. Whereas sociology is
based on positive knowledge, art is based on the con-
cept of art and on culture’s re-imagining of that con-
cept. Beyond the experience economy, and beyond
sociological analysis of these, there lie new artistic
thinking and imagining. Thus we can witness how it all
falls apart in the end: sociology, zombie as allegory,
even the absence of the end that turns out to be one.
What is left are material traces to be picked up anew.

"Zombies of Immaterial Labor" was originally pre-
sented in the "Masquerade lecture series”, organized
by the curatorial platform "If | Can’t Dance | Don’t Want
To Be Part Of Your Revolution”, at the Piet Zwart In-
stitute in Rotterdam, January 25, 2010 and published
in e-flux journal #15 — april 2010.
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Despre macelari si politisti: lege,
justitie si economia anxietatii.

de Gunalan Nadarajan

Deconstructia ca justitie

Critica comuna a “lipsei de etica” a deconstructiei sau
acuzatiile de atitudine non-etica ar putea fi intelese
prin lumina unei anxietati pe care Derrida a incercat
constant sé le reintroduca in, si adeseori mentinute in,
structura de decizie, in taramul eticii. Demersul decon-
structivist, criticii spun, destabilizeaza orice si toate at-
itudinile etice prin transformarea ei intr-un subiect a
ceea ce pare a fi o interogatie critica infinita care face
actiunea/ decizia etica (aproape) imposibila.

Lucrarea lui Derrida, “The Force of Law: The Mystical
Foundation of Authority”, se spune ca a oferit “cel mai
tensionat raspuns de pana astazi la acuzatia ca de-
constructia este lipsita de etica sau anti-etica” (Kear-
ney, 1993:35), deoarece el afirma aici ca
incompatibilitatea dintre deconstructie si aspectele
etice ale justitiei este mai mult decéat reala in masura
in care “discursurile sale anterioare despre dubla afir-
matie, darul dincolo de schimb si distributie, indecisul,
incomensurabilul sau nemasuratul sau despre singu-
laritatea diferentei si eterogenitatii sunt de asemenea
intrepatrunse, cel putin, la nivelul oblic al discursurilor
despre justitie.” (FL, 7). Acest eseu isi propune sa ex-
plice ceea ce notiunea lui Derrida de justitie ca aceea
care deconstruieste legi incontinuu pe masura ce ev-
identiaza procesul de jurisprudenta ca fiind o con-
cluzie urgentd chiar cu si in mod special fara
precedenta, mai degraba decét ca un simplu exercitiu
al prioritatii legale.

Originile problematizate

Rosenfold observa ca o implicare serioasa in demer-
sul deconstructivist nu permite confortul unei “solutii
simple la criza care afecteaza interpretarea legala”
(Rosengold, 1993:153). De fapt, asa cum arata Der-
rida in “protocoalele si ocolurile multiple” care carac-
terizeaza propriul lui discurs, nu se poate nici macar
incepe a se vorbi despre justitie fara o tradare a im-
perativelor Tnsasi ale justitiei, in masura in care mo-
mentul definitiv, si anume momentul care defineste,
este unul al violentei (si al fortei). Este ceea ce Derrida
gaseste exemplificat Tn notiunea lui Montaigne de
“fundamentul mistic al autoritatii”. Critica deconstruc-
tivista a jurisprudentei ar putea fi conceputa, in acest
caz, ca fiind centrata pe problematizarea si demistifi-
carea, a acestei notiuni a originii/ fundamentului (in
mod special al intetiei originare)in interpretarea legala.
Deconstructia prezinta o critica bifurcata a acestei in-
credero jurisprudentiale in fudament/ originar. in
primul rand, releva contaminarea momentului/miscarii
inaugurale a violentei care fundamenteaza legea, con-
taminare antitetica notiunii de legitimitate instituita ul-
terior. n al doilea rand, deconstructia face referire la
“multiplele scrieri, stergeri si colaborari intersubiective”
(Rosenfeld, 1993:153), urmele altora, care infuzeaza
momentul originar de fondare a legii; astfel frustrand
o identificare jurisprudentiala naiva a/ cu intentia in-
itiala.

Apelul la justitie sau impunerea cuiva de a face o de-
cizie legala marcheaza instanta inaugurativa a unei
legi particulare. Inceputul, punctul in care ceva este
definit ca lege (legal), este o inaugurare instituita de o
forma de violenta Tn baza propriilor imperative; ceea
ce Benjamin caracterizeaza ca violenta care funda-
menteaza legi. Sursele care “justifica” o anumita lege,
totusi, sunt intotdeauna exterioare lor in momentul

It was almost noon.

Everybody in Switzerland eats lunch at exactly twelve
o'clock. I did the same thing, slowly biting into the Mars Bar
they gave me that morning at The Salvation Army. It certainly
wasn't enough, but the thought that I'd be getting a decent
meal at the end of the day made being hungry bearable.

Mrs. Weinstein was still on my mind and I realized that
meeting her had done me a lot of good, even though she was
unaware of that. I found her entertaining, atypical, different,
really different, from the way I pictured the Swiss in general.
The fact that maybe she was a little crazy, a litde “odd,” as the
secretary put it, was fine with me. The fact that she was, no
doubt about it, hysterical didn't bother me either. In Morocco,

almost all the women were like that.

Bastions Park, the place I went back to after seeing Mrs.
Weinstein, was quite beautiful beneath the autumn sky. It
wasn't cold and a bright, soft sun lit up this part of Geneva.
Nor a cloud on the horizon to alter this light. Not a hint of

breeze. A soothing calm reigned over this park where people
came to walk around, read, eat, sleep, admire the sculpture of
the Four Reformers and cruise. Right in the center, there was
a small fountain. [ was thirsty. [ went over to it to get a drink.
I put my head down and that's when I first noticed how much
it looked like the beauriful Wallace fountains they have in
Paris. When I looked ar it again, it did look like a Wallace
fountain but unlike the Parisian ones, which are green, this
one was painted black and I wondered what made them
change the color. I was happy, got a litde kick our of the fact
that I could recognize a fountain like that, had actually gotten
to see one for the first time in my life.

When I thought abour it, I realized 1 was back in Europe,
would get to stay there awhile and, just like in my dreams, was
not that far from Paris. My life was changing. I was becoming
this whole other person, someone [ didn't even know yet. And
I would get to laugh, cry, learn things, like things, disappoint
people, disappoint myself, make mistakes, get ahead no marter
what, make something of myself, do it for myself, later do it for
my family, sing, dance, be alone, be around new people, panic,
shout, make love, run, die a litde, fall down, out myself, sleep,
wake up, feel very cold, wait for the sun to return, finally get to
see snow. Best of all, instead of just reading movie reviews, the
way | did in Morocco, 1'd finally ger to go to the movies and
see the actual films. [ would get to write about my life, my past,
my furture, write it all down for myself and for others.

My future in Europe, a future that began ac The Salva-
tion Army, suddenly seemed so ornate next to thar black

Abdellah Taia , "L’Armée du Salut" (Salvation Army/Armata salvarii), novel, printed book, French/English/Romanian, 2006. Courtesy of the artist.

fundamentarii. Asa cum observa Kearney, “funda-
mentarea unei legi este intotdeauna in afara legii ast-
fel create. Principiul fundamentarii nu se poate fonda
pe sine.” (Kearney, 1993:35). Inauguralul este aici, ca
la Heidegger, o miscare/un moment obligatoriu violent.
Aceastd miscare inaugurald/moment inaugural, pentru
Derrida, este in acelasi timp o miscare/ un moment de
punere in scena (a la Austin); “Pura emergenta a
justitiei si legii, fondarea si justificarea momentului
care instituie legi implica o forta de punere in scena...
de o violentd interpretativa si performativa care in sine
nu este nici justa, nici injusta si pe care nicio justitie
sau lege anterioare nu ar putea garanta sau contraz-
ice sau chiar invalida.” (FL, 13) Acest punct “originar”,
caruia Derrida ii atribuie o limita a discursului (de jus-
tificare), este plin cu (“golit” ca) un spatiu al tacerii si
mistic (de fapt, mistic tocmai pentru ca este tacut)- ca
o “violenta fara fundament” (FL, 14). O tacere con-
stiuita de o reducere la tacere; un spatiu care este co-
erent din cauza refuzului sau de a “auzi”, ceea ce
Derrida numeste, “chemarea celuilalt”. O coerenté dis-
cursiva constituitd de vocile amutite ale unor ceilalti.

Slavoj Zizek ofera o discutie excelenta despre aceasta
complicitate originara dintre violenta si lege in lucrarea
sa They Know Not What They Do: Enjoyment as Po-
litical Factor (1991) unde ajunge la concluzii similare
cu (cu toate ca independente de) cele ale eseului lui
Derrida "The Force of Law”. Zizek afirma, “orice camp
dat de intelesuri simbolice structurate, intr-un fel, se
presupune si se precede pe sine intotdeauna. O data
ce ne aflam in interiorul unui anumit camp de inte-
lesuri, este prin definitie imposibil sa adoptam o atitu-
dine exterioara indreptata spre acesta” intr-atat incat
“abisul ascuns al cercurilor sale vicioase apare doar
in forma sa cea mai pura sub forma tautologiei: ‘legea
este lege’, ‘Dumnezeu este Dumnezeu'’.” (Zizek,
1991:208) Zizek, intr-un fel care ne aminteste critic de
Pascal, invoca aceasta tautologie ca baza insasi a au-
toritatii mistice a legii. El introducediscutiile lui Pascal
referitor la modul de functionare a legii prin amagirea
celor la care se refera. Pentru Pascal, spune Zizek,

“la inceputul legii, se afla o anumita “faradelege”, o an-
umita Realitate a violentei care coincide cu actul in
sine de infiintare a regimului legii”. Totusi, este tocmai
“negarea acestui act violent al fondarii”, al acestei
uzurpdri originare, care sustine cererile legitime ale
legii. “Violenta nelegitima prin care legea se auto-
sustine trebuie sa fie ascunsa cu orice pret, deoarece
aceasta ascundere reprezinta conditia pozitiva a
functionarii legii: functioneaza doar in masura in care
ei experimenteaza autoritatea legii ca fiind “autentica
Si eternd” si trec cu vederea “adevérul despre uzur-
pare.” (Zizek, 1991:204)

Deconstructia propune prudenta fata de “jurisprudenta
ingust circumscrisa simplificata a intentiei originale, in
care semnificatia textelor legale poate fi incadrata pre-
cis prin raportarea la unele intentii transparente, care
se auto-prezintd, a unei constitutii, legislator sau a
unui partid intr-un contract privat” (Rosenfeld,
1993:153) din perspectiva unei sensibilitati fata de
originile problematice ale/ a institutiei legii. Conceptia
unei “intentii originale” instituie o economie discursiva
ale situatilor neprevazute care ar putea patrunde in si
informa contextul interpretativ al propriei sale instante
“originale” (instant-izare). Asa cum afirma Rosenfeld,
“din punctul de vedere al deconstructiei, fiecare
scriere (incluzand scrierea legilor) intrupeaza un de-
mers esuat de reconciliere a identitatii si diferentei,
unitatii si diversitatii si a sinelui si a alteritatii.” Astfel,
orice pretentie, precum cele facute de prea legalele
discursuri luand in calcul “aspiratiile lor universaliste”,
de obtinere a unei asemenea reconcilieri, “poate doar
sa fie produsul denaturarii ideologice, suprimarii difer-
entei sau a subordonarii celuilalt.” (Rosenfeld,
1993:153). Tocmai aceasta economie a legii, care
asigura calculabilitate, constituie, pentru Derrida, difer-
enta critica fata de justitie. El spune, “dreptul (droit) nu
este justitie. Dreptul este elementul calculului, si este
doar ca sa fie lege, dar justitia este incalculabil&, nece-
sita sa facem calcule cu ceea ce nu poate fi calculat”
iar asemenea disputa cu impredictibilul constituie “ex-
perientele aporetice” care sunt “tot atat de improbabile

pe cat sunt de necesare, justitiei.” (FL, 16)Astfel,
apeléand la gesturile de economisire a “intentiei origi-
nale”, interpretarea legald/ decizia ar eluda, in mod in-
evitabil, responsabilitatile si (potrivit lui Derrida)
anxietatile “benefice” generate de/ in apelul justitiei.

Faptul ca “fundamentele ultime” ale legii “sunt prin
definitie nefundamentate”, totusi, nu reprezinta pentru
Derrida “vesti rele”, in masura in care nu “serveste ca
alibi pentru neimplicarea in conflictele politico-ju-
ridice.” El pretinde ca “ aceasta structura decon-
structibild a dreptului... care asigura si posibilitatea
deconstructiei. Justita in sine, daca un asemenea
lucru exista, in afara sau dincolo de lege, nu este de-
construibila.” Din acest aspect al imposibilitatii es-
entiale de decnstructie cu referire la justitie, Derrida
continud cu afirmatia ca “Deconstructia este justitie”
(p. 14-15). Pentru Derrida asadar, in timp ce structura
programatica a dreptului o face potrivita pentru decon-
structie, structura neprogramatica a justitiei o face de
neseparat de deconstructie. Pentru el asta Thseamna
“deconstructia are loc in intervalul care separa imposi-
bilitatea de deconstruire a justitiei de deconstructibili-
tatea dreptului (autoritate, legitimitate si asa mai
departe).” (FL, 15). Pentru Derrida, deconstructia,
care este “deja implicatd” in “cererea pentru justitie in-
finitd” (FL, 19), trebuie sé fie “justa cu justitia, si primul
mod de a o face este de a 0 auzi, citi, interpreta, incer-
carea de a intelege de unde vine, ce vrea de la noi,
stiind cé face asta prin expresii singulare... si stiind de
asemenea, ca aceasta justitie se adreseaza intot-
deauna singularitatti, singularitatii celuilalt, in ciuda
sau chiar din cauza pretentiei sale de universalitate.”
(FL, 20) Prin urmare, deconstructia se confrunta cu
probleme ale justitiei nu ca un program ci ca vigilenta;
“o responsabilitate Thaintea conceptului insusi de re-
posnabilitate care reglementeaza justitia si ceea ce
este potrivit raportat la comportamentul nostru, decizi-
ile noastre teoretice, practice, politico-etice.”. (FL, 20)
El sugereaza ca aceasta responsabilitate mentine individul
ntr-un “moment de suspendare, aceasta perioada a epocii,
fara de care, de fapt, deconstructia nu este posibila.”



El sugereaza si ca acest moment este “intotdeuna plin
de anxietate” dar continua prin remarca retorica “dar
cine va pretinde sa fie just prin economisirea anx-
ieetatii?”(FL, 20). O asemenea anxietate Derrida pare
sa o fi identificat ca/ cu forta insasi care pune in mis-
care si mentine initiativa deconstrictivista cu referire
la problema justitiei; “Deoarece in final, unde isi va
gasi deconstructia”, intreaba el, “forta, miscarea sau
motivatia daca nu in acest recurs nesatisfacator, din-
cole de determinatiile date a ceea ce numim, in con-
texte deterministe, justitie, posibilitatea justitiei?.”
(p.20-21) Derrida concepe justitia, asadar, ca ceea ce
se adaposteste in masinaria legala ca “o aporie de
nedepasit” (Cornell, 1992:133) care o de-construieste
in mod constant. O analiza atenta a acestei notiuni de
justitie ca apori, este necesara inainte ca cineva sa
poata “judeca” etica responsabilitatii (si structura de
decizie) pe care Derrida o extrage din ea.

Justitia aporetica

Afost aratat pana acum ca, pentru Derrida, nelegitim-
itatea staruie la originea fiecarei legi, in masura in
care nimic din ceea ce o precede nu ar putea sa ii im-
prumute legitimitate. “Fondarea oricarei si fiecarei legi
este marcata de o contaminare originara.” (Kearney,
1993:35) Pozitia sa deconstructivistd in timp ce
justitia cere recunoasterea acestei contaminari orig-
inare; o recunoastere care contribuie la prevenirea
justificarii si aderentei omagiale la unele norme ac-
tuale ca justitie. Derrida incearca sa-si puna in prac-
tica atitudinea deconstructivista ca justitie prin
identificarea aporiei ca fundamentala pentru consti-
tuirea si actiunile justitiei. Pentru Derrida, o con-
fruntare adecvata fata de apelul justitiei ar trebuie sa
se bazeze pe o “rezolvare” a acestor aporii, “intre lege
si justitie” raportat la care “deconstructia isi gaseste
locul privilegiat - sau mai degraba instabilitatea sa
privilegiata.” (FL, 21) El identifica “trei exemple ale
fortei de actiune a Justitiei ca aporie.” (Cornell,
1992:133) Ar fi util sa oferim o descriere concisa a
fiecarei dintre aceste operatii aporetice ale justitiei.

In primul rand, Derrida introduce aporia intre “epokhe”
si regula. Cea care este invocata pentru a fi judecata
intotdeauna confrunta o aporie intre legea/ regula
care prescrie in mod clar care ar trebui sa fie decizia
si pretentiile justitiei care recomanda/ are nevoie de o
interpretare “noud” a legii prescrise referitor la speci-
ficitatile cazului Tn discutie. Derrida pretinde ca “pentru
a fi dreapta, decizia unui judecator, de exemplu, nu
trebuie doar sa urmeze o regula sau o lege dar trebuie
si s4 0 asume, sa o aprobe, sa-i confirme valoare,
printr-un act de reinstituire a interpretarii, ca si cum
nimic nu a existat anteriordin acea lege, ca si cum
judecatorul insusi inventeaza legea in fiecare caz.”
Acest “act de reinstituire a interpretarii” este unul co-
erent raportat la regula pre-scrisa fara a i se conforma
in masura n care o “suspenda” (epokhe/ epoca) “su-
ficient cét sa o reinventeze in reafirmarea si noua si
libera confirmare a principiului sau.” (FL, 23)

in al doilea rand, aporia este cea care rezultd din ceea
ce Derrida numeste “fantoma a ceea ce nu poate fi
decis”. Derrida spune ca “ceea ce nu poate fi decis nu
este doar oscilatia sau tensiunea intre doua decizii;
este experienta a ceea ce, cu toate ca eterogen, strain
ordinii calculabilului si regulii, este inca fortat... s&a
cedeze in fata deciziei imposibile, simultan cu laurea
in calcul a legii si regulilor.” (FL, 24) Aici, similitudinile
si afinitatile cu prima aporie par evidente. Prescriptia/
decizia legalé este intotdeauna problematizata si chiar
definitd de anumite referinte sau alte chestiuni ale
justitiei care sfideaza calculabilitatea sau/si univer-
salizarea. in mod asemanator, aceste notiuni ale
justitiei actioneaza ca si sunt articulate prin unele
forme de determinare a regulii sau a sistemului legal.
Derrida pretinde ca “(0) decizie care nu trece prin
chinul imposibilitatii de calculabilitate nu ar putea fi o
decizie libera, ar fi doar o aplicatie programabila sau
dezvaluirea unui proces calculabil. Ar putea fi legal;
insa nu este drept.” (FL, 24) Totusi, Derrida nu ar tre-
bui interpretat gresit, asa cum a fost de catre multi din-
tre criticii sai, ca indica imposibilitatea deciziilor/
judecatilor. Este util sa vedem de ce “ceea ce nu poate
fi decis” ca spatiul/ spatierea justitiei care puncteaza
interpretarea/ decizia legala cu un “altul”, care este al-
tfel suprimat. Este o “recunoastere a diferentei in
asemanare, a extra-legalului in legal’. (Kearney,
1993:38) Pentru Derrida, de fapt, justitia este aceasta
spatiere care permite existenta “celuilalt”.
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Derrida afirma astfel ca “aparent nu exista niciun mo-

ment in care o decizie poate fi etichetata in imediat si
in totalitate dreapta; ori nu a fost inca facuta conform
unei reguli, si nimic nu ne permite sa o numim
dreapta, sau a urmat deja o regula - fie ea primita,
confirmata, conservata sau reinventata - care la ran-
dul ei nu este garantata de absolut nimic; si mai mult,
daca ar fi fost garantata, decizia ar fi redusa la calcu-
lare si nu am fi putut-o numi dreapta.” Asta este ceea
ce il face pe Derrida sa afirme ca “chinul a ceea ce nu
poate fi decis... nu este nicicand trecut, nu este un mo-
ment al deciziei depasit sau contrazis. Ceea ce nu
poate fi decis rAméane prins, acoperit, cel putin ca o
fantoma... in fiecare decizie, in fiecare moment al de-
ciziei. Caracterul sdu de fantoma deconstruieste din
interir orice siguranta a prezentei, orice certitudine sai
orice criteriologie presupusa care ne-ar asigura de
dreptatea deciziei.” (Derrida, 1993:24-25) Cu toate
acestea, Derrida observa ca aceasta “chemare infinita
la justitie” este prinsa intr-un conflict constant cu strin-
genta cererii pentru actiune dreapta / etica. In timp ce
chemarea infinita la justitie implicd una in unele pe-
rioade (necesare?) de ‘asteptare’, justitia Th sine “nu
poate astepta” Th masura in care “o decizie dreapta
este intotdeauna ceruta imediat, instant”. (FL, 26)

Acceasta stringenta care frustreaza si intrerupe de-
liberarile cognitive / etice este a treia aporie evidenti-
ata de Derrida. Avand in vedere faptul ca face cereri
imediate pentru dreptate, Derrida sugereaza, decizia
“nu se poate aproviziona cu informatie infinita si
cunoastere nelimitata a conditiilor, regulilor sau imper-
ative ipotetice care ar justifica-0.” De fapt, chiar daca
toata informatia necesara ar putea fi adunata si pusa
la dispozitia cuiva, “momentul deciziei, in sine, raméne
intotdeauna un moment finit de necesitate imediata,
avand in vedere faptul ca nu poate fi consecinta sau
efectul a cestei cunoasteri teoretice sau istorice, a
acestei reflectii sau deliberari, de vreme ce
marcheaza intotdeauna intreruperea deliberarii ju-
ridico-sau-etico-sau-politic-cognitiva care o precede,
care trebuie sa o preceada...o decizie urgenta si pre-
cipitatd, actionand in noaptea non-cunoasterii si a
non-regulii.” (FL, 26) Derrida imprumutand de la
Kierkegaard spune, “ Decizia instantanee este o neb-
unie”. (FL, 26) , unde “nebunia” sugereaza nu lipsa ci
imposibilitatea referintei cognitive in decizie. Momen-
tul deciziei imbibat cu aceasta “revarsare a performa-
tivului” (FL, 27) avanseaza rapid si eterogen catre
cunoastere, spre “un viitor care nu este cunoscut, care
nu poate fi anticipat” (Derrida, 1994:38). Astfel, Der-
rida sustine, “justitia raméane, este inca, sa vina, a
venir, are un, este un venir, dimensiunea insasi a
evenimentelor ireductibile care urmeaza sa vina.” (FL,
27) Pentru Derrida, excesul sau/si eterogenitatea este
ceea ce caracterizeaza orizonturile cunoasterii cuiva
cu referire la 0 anumita decizie care garanteaza
justitia ca a venir, ca ce urmeaza mereu sa vina.

Justitia anxioasa

Pentru derrida, astfel, o sensibilitatea aporitica fata de
justitie presupune o responsabilitate care nu poate fi
calculata, eterogena si infinita, care impiedica
apropierea si stabilitatea. Este o etica a responsabil-
itatii care este constituita de dubla responsabilitate
fata de istorie si alteritate. Justitia ca aporie face posi-
bil spatiul in care transformarea istorica si reinstituirea
legii pot fi extrase. El caracterizeaza aceasta respon-
sabilitate fata de istorie ca una “fara limite si atat de
excesiva, de necalculat, Thaintea memorie” care im-
plica “sarcina de a invoca istoria, originea si directiile
ulterioare, astfel limitele, ale conceptelor de justitie, de
lege si drept, de valori, norme, si prescriptii care au
fost impuse si sedimentate acolo, de atunci inainte
ramanand mai mult sau mai putin lizibile sau presu-
puse.” Astfel pentru el, “sarcina unei memorii istorice
si interpretative este partea centrala a deconstruciei,
nu doar ca sarcina filologico-etimologica dar ca re-
sponsabilitate in fata mostenirii care este in acelasi
timp o mostenire a unui imperativ, sau a unui teanc de
interdictii” (FL, 19) Aceasta atitudine, sustine Derrida,
nu este doar una indreptata spre ceea ce este
reprezentat ca mostenirea cuiva dar face referire si la
ceea ce urmeaza in viitorul cuiva. Asa cum observa
Beardsworth, experienta aporetica “permite viitorului
s& soseascd ca un viitor (Si nu ca un viitor prezent), si
astfel, face posibil un viitor al deciziei (un viitor in care
decizile se pot materiliza si decizii in care viitorul nu
este anticipat)”. (Beardsworth, in Derrida, 1994:40)
Derrida a afirmat si altundeva ca deconstructia este o
“deschidere catre celalalt” (Derrida, 1984:125) si in
masura in care este adevarat, atitudinea deconstruc-
tivist care este justitie este in aceasi masura o de-

schidere si responsabilitate Thspre celalalt; in lucrarea
sa “The Politics of Friendship”, Derrida examineaza
natura responsabilitatii prin notiunea de “raspuns” din
care deriva. “A raspunde presupune intotdeauna pe
celélalt in relatie cu sine...” (Derrida, 1988:639) si de
aceea contine n sine urmele celuilalt, care contureaza
discursiv fiecare raspuns ca un raspuns la si/sau de
la celalalt. Kearney afirma ca etica responsabilitatii a
lui Derrida este cu “in mod decisv leviniasiand”, ex-
tragéand in mod special din notiunea lui Levinas de”dif-
ficile liberte”, care inchipuie subiectul ca ostatic, in
mod constant “constrdns de chemarile celuilalt.”
(Kearney, 1993a:8) Derrida spune ca “suntem deja
luati prin surprindere de o anumita responsabilitate...
(care) ne atribuie libertatea fara a o lasa cu noi... ne
este atribuita de celalalt, de la celalat, Thainte ca orice
speranta pentru reapropriere s ne permita a ne
asuma aceasta responsabilitate in spatiul a ceea ce
ar putea fi numit autonomie” (Derrida, 1998:634) Este
astfel, o responsabilitate care sfideaza pentru tot-
deauna asumptia cuiva despre un taram autonom al
libertatii subiective. Aceasta “indatorare primordiala
fata de celalalt” (Kearney, 1993:38), este o justitie care
“opereaza in baza unei ‘idei infinite a justitiel’, infinita
deoarece este ireductibila, ireductibila deoarece este
datorata celuilalt, datorata celuilalt, inaintea oricarui
contract, deoarece a devenit, devenirea celuilalt ca
singularitate care este intotdeauna celalalt.” (FL, 25)
Emfaza pe “infinitate”, derivand in mod evident de la
Levinas, este pozitionatd ca o antiteza la “totalitate”,
prin care apropriere (metafizica) continuta (determi-
nata de) de cea din urma este subminata de “de-
schiderea” primului . Este o infinitate care constituie
aporeticul, care este justitie, care este deconstructie,
si care astfel permite transformarea si mobilitatea in
cadrul/ a masginii legale.

El sustine ca asemenea interogatii constante ale “orig-
inii, bazele si limitele aparatului nostru conceptual,
teoretic sau normativ, care impresoara justitia este
in cadrul deconstructiei nimic mai mult decét o neu-
tralizare a interesului fata de justitie, o insensibilitate
fata de injustitie, pentru ca “dimpotriva, ridica miza in
mod hiperbolic justitiei exigente”. Deconstructia astfel
asuma o noua sensibilitate unei “esentiale disproportii
care trebuie sa inscrie excesul si inadecvarea in sine”
si “tanjeste sa denunte nu numai limitele teoretice dar
si injustitiile concrete...in constiinta binevoitoare care
se opreste dogmatic inaintea oricarei determinari ale
justitiei.” (FL,20) Aceasta “oprire Tnaintea” unei
(oricarei) notiuni “mostenite” de justitie , inaintea
aceleia care altfel (de fapt, nefiind intelept sa/din
partea “celuilalt”) ameninta sa reducé decizia la “nimic
altcevava decéat aplicarea mecanica a unei reguli”
(Derrida, 1994:38), care forteaza pe cineva sa treaca
printr-o experienta a aporeticului, a ceea ce nu poate
fi decis in luarea unei decizii. Pentru Derrida, respon-
sabilitatile deciziei si actiunii drepte sunt obligatoriu
antitetice unei economisiri a acestei anxietati, de
vreme ce decizia deriva dintr-o trecere prin si un con-
flict constant cu singularitatea acelor momente deter-
minate de anxietate, mereu satisfacute de/ prin ea.

Méacelari si politisti

in timp ce povestea intalnirea sa cu Kurtz, un agent
nomad al regimului colonial belgian din Congo, care
atrecut, in interactiunile sale cu nativii, “dincolo de lim-
itele aspiratiilor permise”, Marlow cu o totala frustrare
fata de privirile goale ale audientei, tipa,

“Nu puteti intelege. Cum ati putea? - cu pamant stabil
sub picioarele voastre, inconjurati de vecini
binevoitori, gata sa va aclameze sau sa se jertfeasca
pentru voi, pasind delicat printre macelari si politisti,
in teroarea sfénta a scandalului, aziluri lunatice si de
spénzuratori... Aceste lucruri marunte fac toata difer-
enta. Cand nu vor mai fi, trebuie s& va bazati din nou
pe forta voastra innascuta, pe capacitatea proprie
pentru loialitate.” (Conrad, Heart Of Darkness,
1983:85)

Frustrarea lui este una nascuta nu doar din incapaci-
tatea sa de a-si articula experientele extraordinare,
dar si din constientizarea ca situatia si experientele de
viata ale audientei sale a facut experienta sa aproape
incomensurabild. Confortul, coerenta si complacerea
fericita a vietii “civilizate” a audientei sale (ca si a
noastrd) in care anxietatile cotiediene si responsabil-
itatile uciderii a ceea ce avea sa devina méancare pe
masa cuiva, si a manevrarii relatiilor sociale, nu intot-
deauna libere de conflict, au fost “cedate” macelarului
si respectiv politistului, erau pentru Marlow insasi lu-

crurile care faceau experienta sa enigmatica pentru
ei. De fapt, “civilizatia” si “cultura”, sunt, se pare, nimic
altceva decét institutionalizarea si/sau aménarea re-
sponsabilitatilor; o economisire a anxietatilor care au
problematizat constant numeroase decizii / actiuni ale
vietii. Aménarea si deplasarea responsabilitatilor catre
celdlalt; alte ocazii si alte vocatii. Provocarile justitiei
aporetice sunt menite a fi mereu vigilente la confor-
turile permise de economia anxietatii care este lege;
de originile fondatoare care améana justitia.
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Of Butchers and Policemen:
Law, Justice and Economies of
Anxiety

by Gunalan Nadarajan

Deconstruction as Justice

The common criticism of deconstruction's "lack of an
ethics" or charges of it’s anti-ethical stance could be
understood in the light of an anxiety that Derrida has
constantly sought to (re)introduce into and often retain
in the structure of decision, into the realm of the ethical.
The deconstructive enterprise, critics claim, destabi-
lizes any and every ethical stance through subjecting
it to what seems like an infinite critical interrogation that
makes ethical action / decision (almost) impossible.

Derrida's "The Force of Law : The Mystical Foundation
of Authority" , is said to have offered "his most strenu-
ous response to date to the charge that deconstruction
is unethical or anti- ethical" (Kearney, 1993:35), for he



argues here that the incompatibility between decon-
struction and the ethical question of justice is more ap-
parent than real insofar as his previous "discourses on
double affirmation, the gift beyond exchange and dis-
tribution, the undecidable, the incommensurable or the
incalculable or on singularity, difference and hetero-
geneity are also through and through, at least,
obliquely discourses on justice." (FL, 7). This essay
seeks to explicate Derrida’s notion of justice as that
which perpetually deconstructs law insofar as it high-
lights the jurisprudential process as an urgent coming
to decision even and especially without precedence
rather than a mere calculated exercise of legal prece-
dence.

Origins Problematized

Rosenfeld notes that a serious engagement with de-
construction does not allow one the comforts of an
"easy solution to the crisis affecting legal interpreta-
tion" (Rosenfeld, 1993:153). In fact, as Derrida shows
in the "multiple protocols and detours" that charac-
terise his own address, one cannot even begin to
speak about justice without a betrayal of the very pre-
cepts of that justice, insofar as the definitive moment,
that is, the moment that defines, is always one of vio-
lence (and force). It is this that, Derrida finds, exem-
plified in Montaigne's notion of the "mystical
foundation of authority". The deconstructive critique of
jurisprudence could be conceived thus, as centred on
a problematization and demystification, of this notion
of the origin / foundation (especially that of original in-
tent) in legal interpretation. Deconstruction presents a
two-prong critique of this jurisprudential reliance on
the foundational / original. First, it reveals the contam-
ination of the inaugural mo(ve)ment by a law-founding
violence that is antithetical to the very notions of legit-
imacy subsequently instituted. Second, deconstruc-
tion points to "the multiple writings, erasures and
intersubjective collaborations" (Rosenfeld, 1993:153),
the traces of the other, that infuse the original law-
founding moment; thus frustrating a naive jurispruden-
tial identification of / with original intent.

The call to justice or the demand on one to make a
legal decision marks the inaugural instance of a par-
ticular law. The beginning, the point at which some-
thing is defined as law (legal), is an inauguration
instituted by a violence on its own precepts; what Ben-
jamin characterised as law-found- ing violence. The
sources that "justify" a particular law, however, are al-
ways extrinsic to itself in its founding moment. As
Kearney notes, "(t)he foundation of a law is always
outside the law thus founded. The principle of founda-
tion cannot found itself." (Kearney, 1993:35) The in-
augural, is here, as in Heidegger, a necessarily violent
mo(ve)ment. This inaugural mo(ve)ment, for Derrida,
is also a performative (a la Austin) mo(ve)ment; "The
very emergence of justice and law, the founding and
justifying moment that institutes law implies a perfor-
mative force, which is also an interpretative force...of
a performative and interpretative violence that in itself
is neither just nor unjust and that no justice or previous
law with its found- ing anterior moment could guaran-
tee or contradict or invalidate." (FL, 13) This "original"
point at which, Derrida posits a limit to (justifying) dis-
course, is filled with ("emptied out" as) a space of si-
lence and as the mystical (in fact, mystical because
silent) - as a "vio- lence without ground" (FL, 14) . A
silence constituted by a silencing; a space that co-
heres because of its refusal to "hear", what Derrida
calls, the "call of the other". A discursive coherence
constituted by the muted voices of some other.

Slavoj Zizek provides an excellent discussion of this
originary complicity between violence and law in his
They Know Not What They Do: Enjoyment as Political
Factor (1991) where he arrives at insights similar to
(though independent of), Derrida's "The Force of Law"
essay. Zizek notes, "any given field of symbolically
structured meaning in a way always presupposes and
precedes itself. Once we are within a field of meaning
it is by definition impossible to adopt an external atti-
tude towards it" so much so that "(t)he hidden chasm
of this vicious circle appears only at its purest under
the guise of tautology: 'law is law', 'God is
God'."(Zizek, 1991:203) Zizek, in a way that critically
echoes Pascal, invokes this tautology as the very
basis of the mystical authority of law. He employs Pas-
cal's discussions of how the law functions through a
careful deception of those it subjects. For Pascal,
Zizek says, "'(a)t the beginning' of the law, there is a
certain 'out-law', a certain Real of violence which co-

incides with the act itself of the establishment of the
reign of law". However, it is "the disavowal of this vio-
lent act of foundation”, of this originary usurpation, that
sustains the legitimate appeal of the law. "The illegiti-
mate violence by which law sustains itself must be
concealed at any price, because this concealment is
the positive condition of the functioning of law: it func-
tions insofar as its subjects are deceived, in so far as
they experience the authority of law as 'authentic and
eternal' and overlook 'the truth about the usurpation'."
(Zizek, 1991:204; emphases mine)

It is from a sensitivity to the problematic origins of/at
the institution of law that deconstruction advises cau-
tion toward the more "narrowly circumscribed and sim-
pler jurisprudence of original intent, where the
meaning of the legal texts can be precisely framed by
reference to some transparent, self-present intent of
the framer of a constitution, a legislator or a party to a
private contract" (Rosenfeld, 1993:153). The concep-
tion of an "original intent" institutes a discursive econ-
omy of the actual historical contingencies that may
have infused and informed the interpretative context
at its "original" instance (instantiation). As Rosenfeld
says, "from the standpoint of deconstruction, every
writing (including the writing of laws) embodies a failed
attempt at reconciling identity and difference, unity and
diversity and self and other". Thus, any pretensions,
as those made by much legal discourse given its "uni-
versalist aspirations", to have achieved such a recon-
ciliation, "can only be the product of ideological
distortion, suppression of difference or subordination
of the other." (Rosenfeld, 1993: 153) It is this economy
of/in law, providing calculability, that constitutes, for
Derrida, its critical difference from justice. He says,
"(llaw (droit) is not justice. Law is the element of cal-
culation, and it is just that there be law, but justice is
incalculable, it requires us to calculate with the incal-
culable" and such contention with incalculability con-
stitutes the "aporetic experiences" which are
"improbable as they are necessary, of justice." (FL, 16)
Thus, resorting to the economizing gestures of "origi-
nal intent", legal interpretation / decision would in-
evitably circumvent the responsibilities and (according
to Derrida) "healthy" anxieties entailed by/in the call of
justice.

The fact that law's "ultimate foundations are by defini-
tion unfounded", however, is for Derrida "not bad
news", as long as it does not "serve as an alibi for
staying out of juridico-political bat- tles." He claims that
"it is this deconstructible structure of law (droit)...that
also insure(s) the possibility of deconstruction. Justice
in itself, if such a thing exists, outside or beyond law,
is not deconstructible". From this fact of the essential
impossibility of deconstruction with reference to jus-
tice, Derrida moves on to claim, that "Deconstruction
is justice" (p.14-15) . For Derrida thus, while the pro-
grammatic structure of law makes it amenable to de-
construction, the unprogrammatic structure of justice
makes it inseparable from deconstruction. For him this
means "deconstruction takes place in the interval that
separates the undeconstructibility of justice from the
deconstructibility of droit (authority, legitimacy, and so
on)." (FL, 15)

For Derrida, deconstruction, which is "already en-
gaged" in the "demand for infinite justice" (FL, 19),
must be "juste with justice, and the first way to do it is
to hear, read, interpret it, to try to understand where it
comes from, what it wants of us, knowing that it does
so through singular idioms...and also knowing that this
justice always addresses itself to singularity, the sin-
gularity of the other, despite or even because it pre-
tends to universality." (FL, 20; emphases mine)
Hence, deconstruction confronts issues of justice not
as programme but as vigilance ; "a responsibility be-
fore the very concept of responsibility that regulates
the justice and appropriateness (justesse) of our be-
haviour, of our theoretical, practical, ethico-political de-
cisions". (FL, 20) He claims that this responsibility
holds one in "a moment of suspense, this period of
epoche, without which, in fact, deconstruction is not
possible".

He also suggests that this moment is "always full of
anxiety" but consoles somewhat by rhetorically re-
marking, "but who will claim to be just by economizing
on anxiety?"(FL, 20; emphasis mine). Such anxiety,
Derrida seems to have identified as / with the very
force that moves and maintains the deconstructive en-
terprise with reference to the question of justice; "For
in the end, where will deconstruction find", he asks,
"its force, its movement or its motivation if not in this
always unsatisfied appeal, beyond the given determi-

nations of the what we call, in determined contexts,
justice, the possibility of justice?." (p.20-21) Derrida
con- ceives justice, thus, as that which lodges itself
into the legal machine as an "unsurpassable aporia"
(Cornell, 1992:133) that constantly de-constructs it. A
careful analysis of this notion of justice as aporia, is
necessary before one can "judge" the ethics of re-
sponsibility (and structure of decision) Derrida derives
from it.

Aporetic Justice

It has been shown thus far that, for Derrida, illegiti-
macy lurks at the origins of every law, insofar as noth-
ing that precedes it could lend it legitimacy. "The
foundation of any and every law is marked by an orig-
inary contamination." (Kearney, 1993:35) His de-
constructive stance as justice demands a recognition
of this originary contamination; a recognition that helps
pre- vent the justification of and reverential adherence
to some present norm as justice. Derrida attempts to
effect this deconstructive attitude as justice by identi-
fying aporia as fundamental to the constitution and op-
eration of justice. For Derrida, a proper contention with
the call of justice should be based upon a "working
through" of these aporias, "between law and justice"
with reference to which "deconstruction finds its privi-
leged site - or rather its privileged instability." (FL, 21)
He identifies "three examples of the operational force
of Justice as aporia." (Cornell, 1992:133) It would be
useful to provide a brief outline of each of these
aporetic operations of justice.

First, Derrida introduces the aporia between "epokhe"
and rule. The one who is called to judge always con-
fronts an aporetic between the law / rule which unam-
biguously pre-scribes what the decision ought to be
and the demands of justice that advise / necessitate
a "fresh" interpretation of the prescribed law vis a vis
the specificities of the case at hand. Derrida claims
that "(t)o be just, the decision of a judge, for example,
must not only follow a rule of law but must also as-
sume it, approve it, confirm its value, by a reinstituting
act of interpretation, as if ultimately nothing previously
existed of the law, as if the judge himself invented the
law in every case." This "reinstituting act of interpre-
tation" is one that coheres with the pre-scribed rule
without conforming to it insofar as it "suspends"
(epokhe / epoche) it "enough to reinvent it in each
case, rejustify it, at least reinvent it in the reaffirmation
and the new and free confirmation of its principle." (FL, 23)

Second, is the aporia that issues from what Derrida
calls the "ghost of the undecidable". Derrida says that
"(t)he undecidable is not merely the oscillation or the
tension between two decisions; it is the experience of
that which, though heterogeneous, foreign to the order
of the calculable and the rule, is still obliged...to give
itself up to the impossible decision while taking ac-
count of law and rules." (FL, 24) Here, the similarities
and affinities with the first aporia seem obvious. Legal
prescription / decision is always problematized and
even defined by some reference or other to issues of
justice that defy calculability and/or universalizability.
Similarly, these very notions of justice operate as and
are articulated through some form of rule determi- na-
tion or legal system. Derrida claims that, "(a) decision
that didn't go through the ordeal of the undecidable
would not be a free decision, it would only be the pro-
grammable application or unfolding of a calculable
process. It might be legal; it is not just."(FL, 24) How-
ever, Derrida should not be mistaken, as he has been
by many of his critics, to be pointing to the impossibil-
ity of decisions / judgements. It is useful to see the
"undecidable" as the space / spacing of justice that
punctuates legal interpretation / decisions with an
"other", that is otherwise sup- pressed. It is an "ac-
knowledgement of otherness in sameness, of the ex-
tralegal in the legal". (Kearney, 1993:38) For Derrida,
in fact, justice is this spacing that allows for the "other".
Derrida states thus that "(t)here is apparently no mo-
ment in which a deci- sion can be called presently and
fully just; either it has not yet been made according to
a rule, and nothing allows us to call it just, or it has al-
ready followed a rule - whether received, con- firmed,
conserved or reinvented - which in its turn is not ab-
solutely guaranteed by anything; and moreover, if it
were guaranteed, the decision would be reduced to
calculation and we couldn't call it just." It is this that
nudges Derrida to claim that "the ordeal of the unde-
cidable...is never past or passed, it is not a sur-
mounted or sublated (aufgehoben) moment in the
decision. The undecidable remains caught, lodged, at
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least as a ghost...in every decision, in every event of
decision. Its ghostliness deconstructs from within any
assurance of presence, any certitude or any supposed
criteriology that would assure us of the justice of the
decision." (Derrida, 1993:24-25) However, Derrida
notes that this "infinite call to justice" is caught in con-
stant conflict with the urgency demanded of just / eth-
ical action. While the infinite call to justice involves one
in some (necessary?) period of 'waiting', justice itself
"cannot wait" insofar as "a just decision is always re-
quired immediately, right away".(FL, 26)

This urgency that always frustrates and interrupts the
cognitive / ethical deliberations entailed in matters of
justice is the third aporia highlighted by Derrida. Since
it makes immediate demands for justice, Derrida
claims, the decision "cannot furnish itself with infinite
information and the unlimited knowledge of conditions,
rules or hypothetical imperatives that could justify it."
In fact, even if all the necessary information could be
gathered and be at one's disposal, "the moment of de-
cision, as such, always remains a finite moment of ur-
gency and precipitation, since it must not be the
consequence or the effect of this theoretical or histor-
ical knowledge, of this reflection or this deliberation,
since it always marks the interruption of the juridico-
or-ethico-or-politico-cognitive deliberation that pre-
cedes it, that must precede it...a decision of urgency
and precipitation, acting in the night of non-knowledge
and non-rule." (FL, 26) Derrida borrowing from
Kierkegaard says, "The instant of decision is a mad-
ness". (FL, 26), where the "madness" suggests not the
lack but impossibility of cognitive reference in the de-
cision. The moment of decision thus infused by this
"overflowing of the performative" (FL, 27) advances
urgently and heterogeneous to knowledge, toward "a
future which is not known, which cannot be antici-
pated" (Derrida, 1994:38; emphasis mine). Thus, Der-
rida claims, "(j)justice remains, is yet, to come, a venir,
it has an, it is a venir, the very dimension of events ir-
reducibly to come." (FL, 27) For Derrida, it is excess
and/or heterogeneity that characterizes the horizons
of one's knowledge with reference to some decision
that ensures justice as a venir, as always-yet-to-come.

Anxious Justice

For Derrida, thus, an aporetic sensibility toward justice
demands a responsibility that is incalculable, hetero-
geneous and infinite which frustrates closure and sta-
bility. It is an ethics of responsibility that is constituted
by twin responsibilities to history and to alterity. Justice
as aporia allows the space within which the historical
transformation and reinstitution of law can be carried

out. He characterises this responsibility toward history
as one "without limits, and so necessarily excessive,
incalculable, before memory" which involves "the task
of recalling the history, the origin and subsequent di-
rections, thus the limits, of concepts of justice, the law
and right, of values, norms, and prescriptions that
have been imposed and sedimented there, from then
on remaining more or less readable or presupposed.”
Thus for him, "the task of a historical and interpretative
memory is at the heart of deconstruction, not only as
philologico-etymological task or the historian's task but
as responsibility in face of a heritage that is at the
same time a heritage of an imperative or of a sheaf of
injunctions" (FL, 19; emphases mine) This stance,
Derrida asserts, is not only one toward what is given
as one's heritage but also with reference to what is yet
to come as one's future. As Beardsworth notes, the
aporetic expe- rience "allows the future to arrive as a
future (and not as a future present), and so it allows
for the future of decision (a future in which decisions
can 'take place' and decisions in which the future is
not anticipated)". (Beardsworth, in Derrida, 1994:40)
Derrida has also asserted elsewhere that deconstruc-
tion is an "openness towards the other" (Derrida,
1984:125) and insofar as this is true, the deconstruc-
tive stance that is justice, is equally an openness and
responsibility towards the other. In his "The Politics of
Friendship", Derrida examines the nature of respon-
sibility through the notion of "response" which it de-
rives from. "Responding always supposes the other in
the relation to oneself..."(Derrida, 1988:639) and as
such contains within itself the trace of the other, which
discursively frames every response as a response to
and/or from the other. Kearney, argues that Derrida's
ethics of responsibility is "decidedly Levinasian", es-
pecially drawing from Levinas' notion of "difficile lib-
erte", which conceives the subject as hostage,
constantly "beholden to the summons of the other".
(Kearney, 1993a:8) Derrida says that, "(w)e are al-
ready  caught surprised in a certain
responsibility...(which) assigns us our freedom without
leaving it with us...It is assigned to us by the other,
from the other, before any hope of reappropriation per-
mits us to assume this responsibility in the space of
what could be called autonomy" (Derrida, 1988:634)
It is thus, a responsibility that forever defies one's as-
sumption of an autonomous realm of subjective free-
dom. This "primordial indebtedness to the other"
(Kearney, 1993:38) is justice that "operates on the
basis of an 'infinite idea of justice', infinite because it
is irreducible, irreducible because owed to the other,
owed to the other, before any contract, because it has
come, the other's com- ing as the singularity that is al-
ways other." (FL, 25) The stress on "infinity", obviously

deriving from Levinas, is posited as an antithesis to
"totality", whereby the (metaphysical) closure entailed
(effected) by the latter is subverted by the "openness"
of the former. It is this infinity that constitutes the
aporetic that is justice, that is deconstruction, which
thus allows for transformation and movement within/of
the legal machine.

He claims that such constant interrogation of the "ori-
gins, grounds and lim- its of our conceptual, theoreti-
cal or normative apparatus surrounding justice is on
deconstruction's part any- thing but a neutralization of
interest in justice, an insensitivity toward injustice", for
"on the contrary, it hyperbolically raises the stakes of
exacting justice". Deconstruction thus assumes a
(re)new(ed) sensitivity to an "essential disproportion
that must inscribe excess and inadequation in itself"
and "strives to denounce not only theoretical limits but
also concrete injustices...in the good conscience that
dogmatically stops before any inherit- ed determina-
tion of justice."(FL, 20; emphases mine) This "stopping
before" some (any?) "inherited" notion of justice, be-
fore that which otherwise (in fact, being not wise to/of
"the other") threatens to reduce decision to "nothing
but the mechanical application of a rule" (Derrida,
1994:38), forces one to pass through an experience
of the aporetic, of the undecidable in the coming to a
decision. For Derrida, the responsibilities of just action
and decision are necessarily antithetical to an econo-
mizing on this anxiety, since decision derives from a
passage through and constant contention with the sin-
gularity of those anxiety-ridden moments always coim-
plied in/by it.

Butchers and Policemen

While recounting his encounter with Kurtz, an errant
agent of the Belgian colonial regime in the Congo,
who had in his dealings with the natives there moved
"beyond the bounds of permit- ted aspirations", Mar-
low in utter frustration with the empty stares of his au-
dience, cries,

"You can't understand. How could you? - with solid
pavement under your feet, surrounded by kind neigh-
bours ready to cheer you or to fall on you, stepping
delicately between the butcher and policeman, in the
holy terror of scandal, gallows and lunatic
asylums...These little things make all the great differ-
ence. When they are gone you must fall back on your
own innate strength, upon your own capacity for faith-
fulness." (Conrad, Heart Of Darkness, 1983:85; em-
phases mine)

His, is a frustration born, not only from his own inability



to adequately articulate his extraordinary experiences,
but also from a realisation that the life situations and
experiences of his audience made his own experi-
ences almost incommensurable. The comfort, coher-
ence and happy complacency of his audience's (as of
our) "civilised" lives where the daily anxieties and re-
sponsibilities of killing what was to become food at
one’s table and of handling social relationships, not al-
ways free from conflict, had been "handed over" to the
butcher and the policeman respectively, was for Mar-
low the very things that made his experiences in-
scrutable to them. In fact, "civilisation" and "culture",
are it seems, nothing but the institutionalised circum-
vention and/or deferral of responsibilities; an econo-
mizing on the anxieties that constantly problematize
life's many decisions / actions. A deferral and displace-
ment of responsibilities to the other; other occasions
and other vocations. The challenges of an aporetic
justice are to be ever vigilant to the comforts afforded
by the economy of anxiety that is law; of the founding
origin that defers justice.
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Noul activism: O pledoarie pen-
tru etica afirmativa

de Rosi Braidotti

Aceasta lucrare dezbate paradoxul creativ al modului
de implicare in etica afirmativa ca forma de activism
politic, folosind in acelasi timp teoria critica, ce ar
insemna rezisenta la contemporan. Aceasta provo-
care confrunta toti activistii si teoreticienii critici, in spe-
cial in ceea ce priveste cum sa echilibreze potentialul
afirmativ al gandirii critice cu cantitatea de critica neg-
ativa, necesara constiintei opozitionale.

Paradoxul este compus de consideratii contextuale.
Conditia noastra istorica nu conduce la creativitate
sau afirmatie. Chiar anterior crizei financiare spatiul
nostru social a devenit militarizat, sub presiunea se-
curizarii crescute, stadii intensificate ale emergentei
geo-politice si o crestere alarmanta a xenofobiei si ra-
sismului. Opozitiile binare ale erei Razboiului Rece au
fost inlocuite de un sentiment intruziv al amenintarii si
paranoii globale. De la catastrofa ambientala la at-
acurile teroriste, accidentele sunt iminente si foarte
probabil s& se materializeze: recurenta lor este doar
o chestiune de timp.!

Tn acest context mai degraba opresiv, activismul politic
de masa a fost inlocuit de ritualuri publice de doliu
colectiv, motivate de de profunda nemultumire mate-
rializatad de promisiunile esuate ale globalizarii, natura
iluzorie a mult-proclamatului "sféarsit al ideologiilor" si
de criza evidenta a sistemului financiar bazat pe sis-
temul economic neo-liberal. Depresia si oboseala
cronica sunt trasaturile majore ale societatii noastre.
Managementul psiho-farmaceutic al populatiei con-
duce la folosirea raspandita a drogurilor legale si ile-
gale. Vulnerabilitatea corporala este amplificata de
marile epidemii: unele noi, precum HIV, Ebola, SARS
sau gripa aviara; altele mai traditionale, ca TBC si
malaria. Sanatatea a devenit mai mult decéat o politica
publica: este o preocupare a drepturilor umane si a

apararii nationale. Interesul publicasupra durerii Si
ranirii este aproape morbid. Hal Foster descrie politi-
cile noastre culturale schizoideca "realism traumatic"-
0 obsesie fata de rani, durere si suferinta.? Etalarile
publice determinate de mass-media ale celor mai in-
time forme de durere fizica, emotionala si psihica pro-
duc o patografie globala: o pornografie a revelarii
sinelui. 3

ntr-un asemenea context, dupa sfarsitul Razboiului
Rece in 1989, activismul politic a cazut intr-un limbo
ciudat. Aparent "dincolo de" ideologie, se asteapta ca
politica sa reprezinte inca o constiinta opozitionala, cu
toate céa nu se poate identifica o tint& clara de opoiitie,
ci mai degraba o retea dinamica de relatii de putere
careia sa i se opuna. Mult mai important pentru
subiectul propus, activismul este inca asimilat cu ne-
garea negativitatii timpului. Pozitivul se presupune a
fi intruchipat de aceasta dubla negare. Constiinta neg-
ativa - a fi impotriva- implica un act beligerant de ne-
gare, de stergere a conditiilor actuale.

Ipoteza mea se sprijina exact pe respingerea aestei
echivaléri traditionale care asemuie subiectivitatea
politica constiintei critice opozitionale si le reduce pe
amandoua la negativitate. Aceasta ecuatie presupune
in mod explicit ca subiectivitatea politica este despre
rezistenta iar rezistenta inseamna negarea negativ-
itatii prezentului.

Aceasta asumptie are la baza o lunga istorie a gandirii
politice, cel mai bine exemplificata de Hegel, a carui
gandire dialectica pozitioneaza negativitatea ca un el-
ement necesar si structural al gandirii. Asta inseamna
ca respingerea conditiilor sau premiselor care sunt
considerate nesatisfacatoare, nedrepte sau ofensive-
atét la nivel etic céat si politic- este postulat ca fiind
pre-conditia necesara pentru critica lor. O con-
comitenta paradoxala esteastfel postlata intre ceea ce
este respins si discursul si practica opozitiei critice.*
Asta rezulta in stabilirea negativitatii ca moment pro-
ductiv in cadrul schemei dialectice care in mod funda-
mental isi propune sa rastoarne condittile care le-au
produs in primul rand, si astfel sa intruchipeze rezis-
tenta pozitiva, contra-actiunea sau transcendenta.®
Procesul de crestere a constientei este crucial pentru
rasturnarea sau supracodificarea instantei negative.
Implica o componenta epistemologica semnificativa
deoarece necesita o intelegere adecvata a conditiilor
criticate.®

As vrea sa sugerez o schimbare de perspectiva care
isi doreste sa remodeleze crica ca afirmatie. Acest
proces este prea des redat in termeni pur functionali
ca ecuatia creativitatii politice cu negativitatea, sau
constiinta nefericita. As vrea sa sugerez, totusi, ca
foarte mult poate fi castigat prin adoptarea unei anal-
ize non-hegeliane care pune in prim plan elementele
afirmative sau creative ale acestui proces.

Politicile de localizare feministe sunt un exemplu per-
fect al acestei strategii discursive si politice deoarece
asigura o cartografie infromata teoretic dar orientata
politic a relatiior de putere care ne structureaza
prezentul. Feminismul este de asemenea destul de
unic pentru evidentierea importantei egale atat a
creatiei cét si a criticii- intr-un gest dublu care isi de-
fineste intr-un mod istoric specificitatea. Feminismul
practica micro-politicile vietii cotidiene- "personalul
este politicul" anilor '60 si '70 transforméandu-se treptat
in "perspectivele situate" ale anilor '90.” Procedand
astfel, localizeaza practicile politice in re-inventarea
vietii insesi, Tn special in transformarea relatiior si re-
lationarii.

Aceasta schimbare de perspectiva initiata de femi-
nism este bazata pe respingerea géandirii dihotomice
si a rationalismului ingust. Presupune in schimb
monism conceptual si atentie criticd pentru compo-
nentele etice si afective ale subiectivitatii. Centrul etic
al unui subiect nu este intentia sa morala, ca multe din
efectele puterii (ca represiva- potestas- si pozitiva- po-
tentia) pe care actiunile sale este posibil sa le aiba
asupra lumii.

Aceasta viziune neo-vitalista asupra politicului de-
fineste subiectivitatea, precum si binele etic, ca un
proces de intruchipare a modelelor de devenire put-
ernice.® Subiectivitatea este echivalata cu ralationarea
radicala care tinteste spre imputernicirea afirmativa.
Idealul etic este de a spori capacitatea cuiva de a-si
dezvolta relatiile creative cu alti indivizi. Prin extensie,
constiinta opozitional& si subiectivitatea politica sunt
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procese sau asanbluri care ar trebui sa actualizeze
aceasta nevoie etica. Aceasta pozitie este afirmativa
in sensul in care se indreapta in mod activ inspre
crearea de alternativesi procesarea instantelor nega-
tive. Acest proces include producerea inter-relatiilor,
cu alti subiecti umani sau non-umani, care conduc cel
mai probabil inspre transmutarea negativului in valori
pozitive.

Cu alte cuvinte: efortul criticii nu trebuie sa plece de
la premisa ca conditiile pentru rasturnarea negativitatii
sunt neaparat valabile Tn spatiul sau timpul actual.
Mergand dincolo de schema dialectica a gandirii
inseamna a abandona gandirea opozitionala dialec-
tica. Asta inseamné céa opozitiille nu sunt legate de
prezent prin negare si astfel apare dintr-un alt set de
premise, afecte si conditii. Politicile afirmative se
bazeaza pe un continuum temporal care indexeaza
prezentul in baza posibilitatilor de construire a unui vi-
itor sustenabil. Sustenabilitatea acestui viitor consista
in abilitatea lor de a mobiliza, actualiza si utiliza forte
cognitive, afective si colective care vor rezista de-a
lungul generatiilor viitoare. Aceste forte nu au fost in
mare masura inca activate. Modul de selectare, eval-
uare si formatare a acestor forte si totodata transfor-

marea lor in relatii sustenabile, devine un subiect cru-
cial si principala sarcina a gandirii critice. Aceasta viz-
iune transforma o etica a afirmatiei intr-o etologie a
fortelor.® Ce Tnseamné asta practic este ca condtiile
pentru initiativa politica si etica nu sunt dependente de
stadiul actual al situatiei. Nu sunt opuse si astfel nu
sunt legate de prezent prin negare; in schimb, sunt
afirmative si echipate pentru a crea noi viitoruri. Re-
latiile etice creaza lumi posibile prin mobilizarea
resurselor care au fost lasate neexplorate, incluzand
dorintele si imaginatia noastra. Aceste forte se con-
cretizeaza in relatii concrete, materiale si constituie
astfel o retea, un tesut conjunctiv sau rhizome de in-
terconexiuni cu altii. Trebuie s& invatdm sa gandim
diferit despre noi. A gandi inseamna a crea noi con-
cepte care devine actualizate in noi moduri de inter-
actiuni.

A detasa procesul de formare a subiectului de nega-
tivitate, pentru a il atasa unui celuilalt afirmativ pre-
supune ca reciprocitateaeste redefinita nu ca
recunoastere reciproca ci mai degraba ca definire
reciproca sau caracterizare. Suntem impreuna in
asta, intr-o economie politica vitala care este atat
trans-subiectiva, cat si trans-humana in forta sa.

Constiinta opozitionala este centralda subiectivitatii
politice dar nu este acelasi lucru ca negativitatea si ca
0 consecinta, teoria critica este despre strategii ale
afirmatiei. Subiectivitatea politica consista astfel din
practici micro-politice multiple de activism zilnic sau
din interventii in lumea pe care o locuim, pentru noi si
generatiile viitoare. Asa cum afirm& Rich in eseurile
sale recente, activistul politic trebuie sa gandeasca
"netindnd seama de timp" si prin urmare "in afara tim-
pului meu", cre&nd astfel o analitica- conditia posibil-
itatii- a viitorului.'® Teoria critica apare undeva intre un
nu mai si un nu inca, cautand nu asiguréri usoare ci
dovezi ca ceilalti se confrunté cu aceleasi interogatii.
In consecinta, "noi" suntem in asta impreuna.

Repozitiondndu-l pe " Celalalt"

Politicile afirmative presupun o conexiune stransa fata
de etica: relatia etica este centrald, mai degraba decét
esenta morala universald a subiectului. Implica
efectele adevarului si puteriipe care actiunile sale este
posibil sa le aiba asupra celorlati. Etica este relation-
ala: cultiva moduri afirmative de relationare, forte si
valori active, pe cand moralitatea reprezinta imple-



mentarea protocoalelor prestabilite si seturi de reguli."

Contrar traditiei hegeliene, alteritatea nu este o limita
structurala ci mai degraba conditia exprimarii pozitivu-
lui, i.e. alternative non-reactive. Celalalt este punctul
terminus al intélnirilor transformatoare. "diferenta" ex-
primata de subiecti care sunt in mod special pozition-
ati ca "altfel decat", asta insemnénd intotdeauna diferit
de- are un pontential pentru devenire transformatoare
sau creativa. Aceasta "diferenta" nu este un dat es-
ential, ci un proiect si un proces care este codat etic.
Politicile afirmative detaseaza emergenta subiectului
de logica negatiei si ataseaza subiectivitate diferentei
pozitive- reciprocitatea ca creatie, nu ca replicarea
Asemanarii. Trebuie sa cautam moduri in care difer-
enta solicita, mobilizeaza si permite valuri de afirmare
a valorilor si fortelor care nu sunt inca sustinute de
conditiile actuale. Aceasta este etica afirmativa.

Sa va dau un exemplu. Diferenta in cultura noastra a
functionat, istoric vorbind, ca un sit al peioratiei si al
negativitatii. Asta fi transforma pe ceilalti in elemente
structurale sau constituente ale subiectului. Ele joaca
un rol important- desi spectacular- in definirea normei,
viziunea norm-ald, norm-ativa a subiectului. Ceilalti
sunt: celalalt sexualizat, cunoscut de asemenea ca fe-
meile, gay, si trans-sexualul, etnicul, nativul sau ceilalti
rasializati si ceilalti naturali, animalici, naturalizati.
Acestia constituie fatetele interconectate ale diferentei
structurale, care sunt redate ca excluse. Astfel, ei con-
stituie categoriile "negative" si totusi, sunt si locuri de
afirmare politica. Este un adevar istoric faptul ca mar-
ile miscari emancipatoare ale postmodernitatii sunt
determinate si activate de aparitia "celorlalti": miscarile
pentru drepturile gay si ale femeilor; miscarile de de-
colonizare si antirasism; miscarile pentru pace, anti-
nucleare si pro-mediu inconjurator, incluzand
drepturile animalelor, sunt vocile Celorlati structurali
ai modernitatii. Elementele pozitive si negative sunt
total amestecate si nu pot fi dialectic opuse sau dis-
tinse rapid.

O etica afirmativa pentru un subiect neunitar propune
in mod implicit unmod nedihotomic de intelegere a re-
latiei sine-celélalt(este o chestiune de si/ si, nu de ori/
ori). Asta presupune de asemenea un inteles largit al
interconexiunii dintre sine si ceilalti, incluzand in
aceasta categorie pe ceilalti ne-umani sau ne- paméan-
teni. Exprima o forma partiala, fundamentata de re-
sponsabilitate, bazata pe un puternic sentiment al
colectivitatii, sociabilitatii si astfel de construire a co-
munitatii.

Capitalismul contemporan, bineinteles, isi genereaza
propriile forme globale de interdependenta a tuturor
organismelor vii, incluzadnd nu numai oamenii. Acest
soi de unitate tinde sa fie de o natura negativa, ca
forme impartasite de vulnerabilitate. Franklin, Lury si
Stacey se referé la aceasta situatie ca la o "pan uman-
itate", unita in fata amenintarilor comune: indiferent
daca sunt politicieni populisti xenofobi, sau vulcane,
cutremure ori tsunami.? Forta negativului este clara,
dar la fel este si posibilitatea afirmatiei. De exemplu,
sentimentul Tnnoit de interconectivitate, faptul ca "noi"
suntem in asta impreuna rezulta intr-o cautare de noi
interconexiuni etice, pretentii la comunitate si
aparteneta. in plus, "ceilalti" in discutie aici sunt ne-
antropomorfici si includ agentii ne-umani, animalici si
planetari. Asta este impotriva traditiei umaniste de
privilegiere a celuilalt antropocentric: in shimb, trebuie
s& gandim subiectivitatea ca o structura relationala si
transversala.

Ce este pozitiv in etica afirmatiei este credinta ca
afectele negative pot fi transformate. Asta implica o
viziune dinamica a tuturor afectelor, chiar si a acelora
care ne provoaca durere, groaza sau tristete pro-
funda. Momentul actualizarii este si momentul neutral-
izarii. Subiectul etic este unul cu capacitate de a apela
la libertatea de depersonalizare a evenimentului si de
transformare a incarcaturii sale negative.

Ce este negativ referitor la afectele negative nu este
0 judecata de valoare normativa ci mai degraba efec-
tul stoparii, blocajului sau inflexibilizarii care rezulta
dintr-o dezamagire, o negare, un sentiment de tra-
dare, o trauma sau pur si simplu din plictiseala ex-
trema. Pasiunile negative nu doar distrug sinele, ci
ranesc in acelasi timp capacitatea sinelui de a re-
lationa cu ceilalti- atat umani cat si ne-umani, si astfel
sd se creasca in si pentru altii. Afectele negative
diminueaza capacitatea noastra de exprimare a unor
niveluri crescute de interdependentd, increderea vitala

in ceilalti, de altfel cheia atét catre o viziune ne-unitara
a subiectului cat si spre etica afirmativa. Notiunea vi-
talista a Vietii ca zoe este importanta aici deoarece ac-
centueaza faptul ca Viata pe care Eu o traiesc nu este
amea, nu poarta numele meu- este o forta a devenirii,
a individuatiei si diferentierii: a-personala, indiferenta
Si generativa.'®

Pasiunile negative sunt g&uri negre. in etica afirma-
tiva, raul oe care il faci celorlalti este imediat reflectat
asupra raului pe care ti-l faci tie, in termeni de slabire
a puterii, pozitivitate, capacitate de a relationa si prin
urmare, libertate. Etica afirmativa nu include doar
evitarea durerii ci mai degraba transcenderea resem-
narii si pasivitatii care previne sa fim raniti, pierduti si
deposedati. Trebuie sa devenim etici, ca opozitie fata
de aplicarea regulilor morale si protocolului ca frma de
auto-aparare.

O etica relationalda adecvata este caaabila de
sustinere a subiectului Tn cautarea sa pentru mai
multe inter-relationari cu altii, i.e. mai multa "Viata",
miscare, schimbare si transformare. intrebarea eticd
adecvata ii asigura subiectului un cadru pntru inter-
actiune si schimbare, crestere si miscare. Confirma
viata ca transformaéri sustenabile si diferenta in acti-
une. O relatie etica trebuie sa confrunte problema: cat
de multd libertate de actiune ne-o putem asuma.
Etica afirmativa presupune ca umanitatea nu apare
din libertate ci mai degraba libertatea este extrasa din
constientizarea multiplelor noastre limitari. Afirmarea
se refera la eliberarea din povara negativitatii prin
intelegerea acestor limitari.

O politica a afirmarii isi propune sa creeze conditiile
pentru viitoruri sustenabile. Politicile transformatoare
se raporteaza la viitor ca la responsabiliatatea Tm-
partasita colectiv pentru schimbarile la care vom fi
martori. Justitia intergenerationald este un alt nume
pentru sustenabilitate sociala. Aceasta rezulta intr-un
amalgam reciproc materializat, de interese im-
partasite. Lloyd numeste asta "o moralitate de colab-
orare"."* Tnceputul cu Spinoza este reteaua de
co-realitati complexe si mutual dependente care
conecteaza sinele de ceilalti la nivelul capacitétii lor
individuale si colective de a afecta si a fi afectati. O
viata etica urmareste ceea ce intensifica si intareste
interconexiunea transversala a subiectilor cu ceilalti
eterogeni. Etica afirmativa pune miscarea inapoi in
emotiesi activul inapoi in activism, introducénd mis-
carea,procesul si devenirea. Etica este productia afir-
mativa a conditiilor care vor spori capacitatea noastra
de angajament activ fata de prezent. A fi demni de tim-
purile actuale este pre-conditia cultivarii abilitatii etice
de a rezista la negativitatea acestor vremuri. Concep-
tul etico-politic aici este necesitatea de a gandi cinform
timpului si in ciuda acestuia, nu intr-un mod beligerant
al constiintei opozitionale, ci printr-un gest umil si care
confera putere de co-construire a viitorurilor susten-
abile.
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The New Activism:- A Plea for Affirma-
tive Ethics

by Rosi Braidotti

This paper addresses the creative paradox of how to
engage in affirmative ethics as a form of political ac-
tivism, while at the same time doing critical theory,
which means resisting the present. This challenge
confronts all activists and critical theorists, namely
how to balance the affirmative potential of critical
thought with the amount of negative criticism that is
necessary for oppositional consciousness.

This paradox is compounded by contextual consider-
ations. Our historical condition is not conducive to ei-
ther creativity or affirmation. Even prior to the financial
meltdown our social space became militarized, under
the pressure of increased enforcement of security, es-
calating states of geo political emergency and an
alarming growth of xenophobia and racism. The binary
oppositions ofthe Cold War era have been replaced
by an all-pervasive sense of threat and global para-
noia. From the environmental catastrophe to the ter-
rorist attack, accidents

are imminent and certain to materialize: their occur-
rence is only a question of time."

In this rather oppressive context, mass political ac-
tivism has been replaced by rituals of public collective
mourning, motivated by the profound discontent en-
gendered by the failed promises of globalization, the
delusional nature of the much-proclaimed 'end of ide-
ologies' and by the evident breakdown of a financial
system based on neo-liberal economics. Depression
and burnout are major features of our societies.
Psych-pharmaceutical management of the population
results in widespread use of legal and illegal drugs.
Bodily vulnerability is increased by the great epi-
demics: some new ones, like HIV, Ebola, SARS or the
bird flu; others more traditional, like TB and malaria.
Health has become more than a public policy issue: it
is a human rights and a national defence concern. The
public interest in pain and injury is almost morbid. Hal
Foster describes our schizoid cultural politics as 'trau-
matic realism' - an obsession with wounds, pain and
suffering.2 Media-driven public displays ofthe most in-
timate forms of physical, emotional and psychic pain
produce a global pathography: a pornography of self-
disclosure.®

In such a context, after the end of the Cold War in
1989, political activism has fallen in a strange limbo.
Allegedly 'beyond' ideology, politics is still expected to
engender an oppositional consciousness, although
there is no clear target to oppose, but rather a dy-
namic network of power-relations to engage with.
More importantly for my argument, activism is still
equated with negating the negativity of the times. A
positive is supposed to be engendered by this double
negative. Oppositional consciousness - being against
- implies a belligerent act of negation, or erasure of
the present conditions.

My argument rests precisely on the rejection of this
traditional equation that aligns political subjectivity with
critical oppositional consciousness and reduces both
to negativity. This equation implicitly assumes that po-
litical subjectivity or agency is about resistance and
that resistance means the negation of the negativity
of the present. This assumption shares in a long his-
tory of political thought, best exemplified by Hegel,
whose dialectical thinking positions negativity as a
necessary and structural element of thought. This
means that the rejection of conditions or premises that
are considered unsatisfactory, unfair or offensive - on
both ethical and political grounds - is posited as the
necessary pre-condition for their critique. A paradoxi-
cal concomitance is thus posited between that which
one rejects and the discourse and practice of critical
opposition.4 This results in establishing negativity as
a productive moment in the dialectical scheme which

fundamentally aims at overturning the conditions that
produced it in the first place and thus engendering
positive resistance, counter-action or transcendence.®
The process of consciousness-raising is crucial to
overturn or over-code the negative instance. It in-
volves a significant epistemologicalcomponent in that
it requires adequate understanding of the conditions
one is critical of.®

I would like to suggest a change of perspective that
aims at recasting critique as affirmation. This process
is too often rendered in purely functional terms as the
equation of political creativity/agency with negativity,
or unhappy consciousness. | want to suggest, how-
ever, that much is to be gained by adopting a non-
Hegelian analysis which foregrounds the creative or
affirmative elements of this process.

The feminist politics of locations is a perfect example
of this discursive and political strategy in that it pro-
vides a theoretically informed but politically-oriented
cartography of the power relations

that structure our present. Feminism is also quite
unique in having stressed the equal importance of cre-
ation and critique - in a double gesture that historically
defines its specificity. Feminism practices the micro-
politics of everyday life - 'the personal is the political'
of the 1960s and 1970s mutating gradually into the
'situated perspectives' of the 1990s.7 In so doing, it lo-
cates political practice in the re-invention of life itself,
especially in the transformation of relation s, relation-
ships and relationality.

This shift of perspective championed and pioneered
by feminism is based on the rejection of dichotomous
thought and narrow rattionalism. It assumes instead
conceptual monism and critical attentlon for

the ethical and affective components of subjectivity. A
subject's ethical core is not his or her moral intention-
ality, as much as the effects of

power (as repressive - potestas - and positive - potent.
) his or her actions are likely to have upon the world.
This neo-vitalist view of the political defines subjectiv-
ity as well as the ethical good as a process of engen-
dering empowering modes of becoming. Subjectivity
is equated with radical relationality an affirmative em-
powerment. The ethical ideal is to increase one's abil-
ity to cultivate creative relations with multiple others.
By extension, oppositional consciousness and the po-
litical subjectivity or agency it engenders are
processes or assemblages that should actualize this
ethical urge. This position is affirmative in the sense
that it actively works towards the creation of alterna-
tives and works actively to process the negative in-
stance. This process includes the production of the
inter-relations, with human and non-human others,
that are most conducive to the transmutation of nega-
tive into positive values. In other words: the work of
critique must not assume that the conditions for the
overturning of negativity are necessarily available in
the present time or space. Moving beyond the dialec-
tical scheme of thought means abandoning dualistic
oppositional thinking. This

means that oppositions are not tied to the present by
negation and hence emerge out of a different-set of
premises, affects and conditions. Affirmative politics
rests on a time-continuum that indexes the

present on the possibility of constructing sustainable
futures. The sustainability of these futures consists in
their being able to mobilize,

actualize and deploy cognitive, affective and collective
forces that will endure for future generations. These
forces have mostly not been activated so far. How to
select, assess and format these forces so as to make
them into sustainable relations, becomes the crucial
issue and the main task of critical thought. This vision
makes an ethics of affirmation also into an ethology of
forces.9 What this means practically is that the condi-
tions for political and ethical agency are not dependent
on the current state of the terrain. They are not oppo-
sitional and thus

not tied to the present by negation; instead they are
affirmative and geared to creating possible futures.
Ethical relations create possible worlds by mobilizing
resources that have been left untapped, including our
desires and imagination. These driving forces con-
cretize in actual, material relations and can thus con-
stitute a network, web or rhizome

of interconnection with others. We have to learn to
think differently about ourselves. To think means to
create new concepts which become

actualized in new modes of inter-relation. To disen-
gage the process of subject formation from negativity

Jason Loebs,”The Excentral Turn”, 1,2 m x 1,8 m, nylon, flag pole, 2011. Courtesy of the artist.

to attach it to affirmative otherness means that reci-
procity is redefined not as mutual recognition but
rather as mutual definition or specification.

We are in this together in a vital political economy that
is both trans-subjective and trans-human in its force.
Oppositional consciousness is central to political sub-
jectivity but it is not the same as negativity and that as
a consequence, critical theory is about strategies of
afirmation. Political subjectivity or agency therefore
consists of multiple micro-political practices of daily
activism or interventions in and on the world we inhabit
for ourselves and for future generations. As Rich put
it in her recent essays, the political activist has to think
in

spite of the times' and hence 'out of my time', thus cre-
ating the analytics - the conditions of possibility - of
the future.10 Critical theory

somewhere between the no longer and the not yet,
not looking easy reassurances but for evidence that
others are struggling withsame questions. Conse-
quently, ‘we' are in this together.

Re-positioning the 'Other"

Affirmative politics assumes a close connection to
ethics: the ethical relation is central, rather than the
universal moral essence of the subject. It involves the
effects of truth and power that his or her actions are
likely to have upon others in the world. Ethics is rela-
tional: it cultivates affirmative modes of relation, active
forces and values, whereas morality is the implemen-
tation of established protocols and sets of rules.11
Contrary to the Hegelian tradition alterity is not a struc-

tural limit but rather the condition of expression of pos-
itive, i.e. non-reactive alternatives. The other is a
threshold of trans formative encounters. The 'differ-
ence' expressed by subjects who are especially posi-
tioned as 'other- than', that is to say always already
different from - has a potential for transformative or
creative becoming. This 'difference’ is not an essential
given, but a project and a process that is ethically
coded.

Affirmative politics disengages the emergence of the
subject from the logic of negation and attaches sub-
jectivity to positive otherness - reciprocity as creation,
not as the replication of Sameness. We need to look
for the ways in which otherness prompts, mobilizes
and allows for flows of affirmation of values and forces
which are not yet sustained by the current conditions.
That is affirmative ethics.

Let me give you an example. Otherness in our culture
has historically functioned as the site of pejoration or
negativity. This makes the others into structural or con-
stitutive elements of the subject. They play an impor-
tant - albeit spectacular - role in the definition of the
norm , the norm-al, the normative view of the subject.
These others are: the sexualized other, also known as
women, gays and trans-sex, the ethnic, native or
racialized others and the natural, animal and environ-
mental others. They constitute the inter-connected
facets of structural otherness, which are constructed
as excluded. As such, they constitute 'negative' cate-
gories and yet, they are also sites of political affirma-
tion. It is a historical fact that the great emancipatory
movements of postmodernity are driven and fuelled
by the emergent 'others": the women's and gay rights



movement; the anti-racism and de-colonization move-
ments; the peace, anti-nuclear and pro-environment
movements, animal rights included, are the voices of
the structural Others of modernity. The negative and
positive elements are totally intermingled and cannot
be opposed dialectically or distinguished easily.

An affirmative ethics for a non-unitary subject pro-
poses accordingly a non-dichotomous way of under-
standing the self-other relation (it is a question of
and/and, not of either/or). This supports also an en-
larged sense of inter-connectlon between self and oth-
ers, including the non-human or 'earth' others. It
expresses a grounded, partial form

of accountability, based on a strong sense of collec-
tivity, relatlonality and hence community building.

Contemporary capitalism, of course, generates its
global forms of mutual inter-dependence of all living
organisms, including not only humans. This sort of
unity tends to be of the negative kind, as

shared form of vulnerability. Franklin, Lury and Stacey
refer to this situation as 'pan humanity', united in the
face of common threats: be it xenophobic populist
politicians, or volcanoes, earthquakes and tsunamis.
2 The force of the negative is clear, but so is the pos-
sibility of affirmation. For instance, the renewed sense
of inter-connection, the fact that 'we' are in this to-
gether results in a quest for new ethical inter-connec-
tion, claims to community and belonging. Besides, the
'others' in question here are non-anthropomorphic and
include non-human, animal and planetary agents. This
runs against the humanistic tradition of privileging the
anthropocentric Other: we need to think of subjectivity
instead as a transversal and relational structure.

What is positive in the ethics of affirmation is the belief
that negative affects can be transformed. This implies
a dynamic view of all affects, even those that freeze
us in pain, horror or mourning. Every event contains
within it the potential for being overcome and over-
taken - its negative charge can be transposed. The
moment of the actualization is also the moment of its
neutralization. The ethical subject is the one with the
ability to grasp the freedom to depersonalize the event
and transform its negative charge.

What is negative about negative affects is not a nor-
mative value judgement but rather the effect of arrest,
blockage or rigidification that comes as a result of a
negativity, disappointment, a feeling of betrayal, a
trauma or just intense boredom. Negative passions do
not merely destroy the self, but also harm the self's
capacity to relate to others - both human and nonhu-
man others, and thus to grow in and through others.
Negative affects diminish our capacity to express the
high levels of inter-dependence, the vital reliance on
others that is the key to both a non-unitary vision of
the subject and to affirmative ethics. The vitalist notion
of Life as zoe is important here because it stresses
that the Life | inhabit is not mine, it does not bear my
name - it is a force of becoming, of individuation and
differentiation: a-personal, indifferent and generative. 13

Negative passions are black holes. In affirmative
ethics, the harm you do to others is immediately re-
flected on the harm you do to yourself, in terms of loss
of potentia, positivity, capacity to relate and hence
freedom. Affirmative ethics is not about the avoidance
of pain, but rather about transcending the resignation
and passivity that ensue from being hurt, lost and dis-
possessed. One has to become ethical, as opposed
to applying moral rules and protocols as a form of self-
protection.

An adequate ethical relation is capable of sustaining
the subject in his or her quest for more inter-relations
with others, i.e. more 'Life', motion, change, and trans-
formation. The adequate ethical question provides the
subject with a frame for interaction and change,
growth and movement. It affirms life as difference-at-
work and as sustainable transformations. An ethical
relation must confront the question of how much free-
dom of action we can endure. Affirmative ethics as-
sumes that humanity does not stem out of freedom,
but rather that freedom is extracted out of the aware-
ness of our multiple limitations.

Affirmation is about freedom from the burden of neg-
ativity, through the understanding of these limitations.
A politics of affirmation aims at creating the conditions
for sustainable futures. Transformative politics takes
on the future as the shared collective responsibility for
changes that will endure. Intergenerational justice is

another name for social sustainability. This results in
mutually embedded nests of shared interests. Lloyd
calls this 'a collaborative morality'.'* The starting point
with Spinoza is the web of complex and mutually de-
pendent co-realities that connect selves and others in
their respective and mutual capacity to affect and be
affected. An ethical life pursues that which enhances
and strengthens the transversal subjects' interconnec-
tion with heterogeneous others.

Affirmative ethics puts the motion back into e-motion
and the active back into activism, introducing move-
ment, process, becoming. Ethics is the affirmative pro-
duction of he conditions which will increase our
capacity for active commitment with the present.
Being worthy of our present times is the pre-condition
for cultivating the ethical ability to resist the negativity
of these times. The ethical-politicalconcept here is the
necessity to think with the times and in spite of the
times, not in a belligerent mode of oppositional con-
sciousness, but as a humble and empowering gesture
of co-construction of sustainable futures.

Published for the first time in Reflect #8, NAi Publish-
ers, January 2011.
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Arta politica intre reforma si revolutie

de Mikkel Bolt

in situatia actuala in care, pe de o parte, ne aflam in
mijlocul unor incercéri accelerate de directionare a
miscarilor de globalizare ("rdzboiul impotriva teroris-
mului”) si, pe de alta parte, vedem cét de dificil este
de combinat experimentul artistic cu comentariul
politic, poate fi relevant sa ne uitam la incercarile an-
terioare de folosire a artei ca unealta pentru temati-
zarea inegalitatii sociale si ca instrument pentru
controversa continuad din dezbaterile publice. Concen-
tréndu-ne atentia asupra a ceea ce a fost caracterizat
in mod traditional ca fiind una dintre "epocile de aur”
ale artei angajate, in mod special anii 60, observam
ca dificulttile referitoare la polenizarea incrucigata ex-
perimentului artistic si comentariul politic, sau lucrul
artistic cu temele politice, cu care ne confruntam in
prezent, au fost de asemenea aplicabile acestei pe-
rioade mai timpurii. Ceea ce urmeaza este o
prezentare scurta a Internationalei Situationiste (SI),
Grup de Plasare a Artistilor si Coalitia Muncitorilor Ar-

tisti care, in anii 60 a incercat sa intervina in formula-
rea problemelor politice si a incercat sa se distanteze
de structurile institutionale ale artei, deplaséandu-se in-
spre o practica culturala sau politica mai ampla.

Pozitia cea mai radicala este asumata de Internation-
ala Situationista, un grup mic, exclusivist, post-
suprarealist, care a incercat sa renunte la conexiunile
sale cu lumea artei total, pentru a se implica in actiuni
politice foarte de stanga, scopul fiind de a face posi-
bila, dar si de a participa la Revolutie. Pentru SI, arta,
cu a sa mitologizare a individualului, era 0 compo-
nenta integranta a societatii consumeriste alienante
din anii 1960, si de aceea arta trebuia sa fie negata si
surclasata prin insurectie revolutionara stradala; arta
avea sa fie Tnlocuita cu interventii revolutionare in sis-
temul de comunicare societal. Lupta impotriva asa-
zisei societati a actiunii trebuia sa se manifeste in asa
fel incat sa mearga dincolo de arta si politic; acele ac-
tivitati specializate, separate traditional in jargon situ-
ationist, aveau sa fie depéasite in favoarea unui
comportament revolutionar total.

in consecinta, arta a intervenit ca o componenta, ca
un material in proiectul situationist; dar arta nu era in
nici un fel un sfarsit in sine, situationistii nu vroiau sa
faca lucrari artistice care ar fi putut fi vandute si ex-
puse in muzee si galerii. Situationistii au ales pozitia
de maximizare: totul sau nimic, doar revolutia este o
solutie. Celelalte doua proiecte nu erau atat de
epuizate, indiferent de cat de politizate au devenit, nu
au abandonat niciodata arta. in New York, in 1969, un
numar relativ mare de artisti, critici si alte persoane
care aveau legatura cu lumea artei, s-au adunat intr-
o organizatie anti-ierarhica, slab organizata, care a
fost numita Art Worker’s Coalition. Aceasta organizatie
a functionat ca un catalizator al scopurilor unui numar
de artisti si critici care vroiau sa se implice in miscarile
politice explozive care au caracterizat sfarsitul anilor
‘60: razboiul rece, razboiul din Vietnam si mobilizarea
negrilor, a feministelor si studentilor, si critica lor la
adresa puterii politice imperialiste, rasiste si sexiste
de stat, din SUA si restul lumii. Artistii si criticii doreau
sa se implice in aceste conflicte, totusi, fara a renunta
la autonomia relativa a artistului. Astfel, pentru acei ar-
tisti implicati de cele mai multe ori nu era nici o lega-
turd intre implicarea politica ca cetéateni si arta lor.
Principala piedica pentru AWC erau galeriile de arta
din New York, in special MOMA care era criticat pentru
sustinerea unei politici expozitionale depasite, sexista
si intr-un final, chiar imperialista. Grupul si-a exprimat
nemultumirea printr-o serie de actiuni si intalniri, dar
s-a desfiintat relativ repede, dupa ce a existat doar
pentru cétiva ani.

Colectivul englez Artist Placement Group a fost pre-
ocupat, incepand cu 1965, de potentialul social al artei
prin plasarea artistului Tn institutii Si companii publice.
Aceasta plasare a artistilor intentiona sa introduca o
perspectiva temporala diferita fata de cea care carac-
terizeaza, in mod traditional, institutiile si companiile
publice, facand creativitatea, cu care arta este
echipata in lumea moderna, accesibila in afara insti-
tutiei artistice si, astfel, prezentdnd o maniera alterna-
tiva de organizare a societatii. Conform APG, arta era
0 resursa creativa care ar putea fi folosita in alte in-
stante ale vietii sociale, mai degraba decét in zonele
inguste care aveau legatura cu arta. Asadar, arta nu
ar trebuie sa fie contextualizata doar raportat la viata
cotidiana, ci ar trebui sa fie introdusa direct in procesul
de productie. Arta devine acum o cooperare concreta,
cu toate ca nespecificatd, dintre o persoana cu talente
creative si muncitorii sau angajatii unei companii sau
institutii. In modul lor propriu, fiecare dintre aceste trei
grupuri sunt un exemplu pentru incercarile artistilor din
anii ‘60 de a se deplasa de la simpla reprezentare a
chestiunilor politice spre interventia directa in dezba-
terile si conflictele politice; o implicare directa in fortele
de productie si a modului de organizare a acestora.

In modul lor, fiecare dintre aceste trei grupuri au fost
o refacere ambigua a cerintelor avangardei pentru o
(anti)arta politica avansata - situationistii au radicalizat
critica avangardista anterioara a alienarii artei si au
militat pentru absorbtia in miscarile revolutionare;
proiectul APG a luat atat forma unei cooperari cu
lumea afacerilor cat si a unui risc de a realiza o viziune
utopica mareata, undeva in viitorul foarte indepartat;
in timp ce multi dintre membrii AWC erau impartiti in
jurul unui scepticism al utopiei socialiste, parte destul
de consistenta a avangardei istorice, si dorinta de a
folosi noile miscari sociale ca audiente ale artei lor. In-
diferent daca ne apropiem, sau nu, de problema artei

si a politicii, viata de dupa a avangardei, ca istorici sau
ca participanti, este necesar sa analizam statutul
acestei probleme astazi. Arta interventionista a anilor
‘60 constituie un obiect privilegiat pentru un asemenea
studiu, unde dezvoltarea politica accelerata a timpului
a facut atat necesara cét si dificila incercarea de a
combina arta cu politica. Proiectul avangardei este cu
siguranta mult mai departe astazi, decat era in anii
‘60, cand era deja pe cale sa se estompeze, dar inca
afecteaza arta experimentala si o forteaza sa se in-
trebe daca este posibil sa aranjeze senzualul altfel.
Pare sa existe un interes tot mai crescut pentru
asemenea aspecte care par sa caracterizeze
proiectele activiste, precum Yomango, Wu Ming si
Stopub, toti intelegéand circulatia imaginilor, a cuvin-
telor si simbolurilor ca o lupta pentru crearea si dis-
tribuirea senzualului. Ei au incercat astfel sa actioneze
critic impotriva eforturilor de a controla masinaria ex-
presiei si incercérile de a respinge acele reprezentari
care transformé constiinta umana intr-o meta-piata si
care inneaca umanul inundandu-I cu predicate: con-
sumatorul, soldatul, danezul, victima sau eroul.

“Solidarity Unlimited” a contribuit la discutia despre
conexiunea dintre arta, politica si comunitate. intr-un
moment cand opinia publica daneza este marcata de
o retorica straina agresiva, amplificand obsesia prin
munca, Si o acceptare total necritica a recolonizarii
Orientului Mijlociu, este absolut necesar sa incercam
s4 stabilim forme amuzante si critice de opozitie. Asta
poate fi atat edificator, cum s-a intdmplat cu bancile
mobile ale lui Romer, Markman si Dyrehauge, de ex-
emplu, care a facut posibila folosirea spatiului urban
intr-o maniera diferita, si critica, cum a fost cazul
punerii in scene a Tnmatricularii biopolitice a imi-
grantilor de catre statul natiune, proiectul lui Thao Lam
si Lana Lin. Simultan, reducerea destinului nostru
comun, de catre masinile de comunicare capitaliste
nu ar trebui sa raména noncontracarata. Actiunile vari-
ate, care s-au desfasurat in cadrul “Solidarity Unlim-
ited”, au produs fiecare in parte modele, in felul
propriu, pentru subiectivitatea colectiva ne-exclusiva,
sau au expus natura opresiva a acestor comunitati
deja stabilite de statul natiune, care functioneaza doar
plecand de la premisa excluderii a ceea ce este strain.
Astfel, proiectul expozitiei, ce s-a numit “ Solidarity Un-
limited” a reusit in incercarea sa de a expune prob-
lema comunitatii si a relatiilor intr-o lume globalizata
si a scos in evidentd necesitatea construirii unui
domeniu public "ne-statal” care sa nu fie caracterizat
de rasism si lacomie, si unde deosebirea nu este o
amenintare pentru o solidaritate deja stabilita.
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Political Art Between Reform
and Revolution

by Mikkel Bolt

In the current situation where we, on the one hand, find
ourselves in the middle of an accelerated attempt to di-
rect globalisation movements (“the war on terror) and,
on the other hand, see how difficult it is to combine artis-
tic experiment with political commentary, it can be rele-
vant to look back at the attempts made in earlier times
to use art as a tool for the thematisation of social in-
equality and as an instrument for ongoing controversy
in public debate. By turning one’s attention towards
what has traditionally been characterised as one of the
‘golden eras’ of engaged art, namely the 1960’s, we no-
tice that the difficulties we are presently facing with the
cross-pollination of artistic experiment and political com-
mentary, or artistically working with political themes,
were also applicable to this earlier period. the following
is a short presentation of Situationist International (SI),
Artist Placement Group and Art Workers’ Coalition
which, in the 1960’s, attempted to intervene in the for-
mulation of political problems and tried to distance
themselves from the institutional structures of art to-
wards a broader cultural, or political, practice.

The most radical position is taken up by the small, ex-
clusive, post-surrealistic group Situationist International,
which attempted to drop its connection to the art world
totally in order to engage in ultra- leftist politics, the aim
being to make possible, as well as participate in, the
revolution. For SI, art, with its mythologising of the indi-

vidual, was an integrated compo- nent of the alienating
consumer society of the 1960’s, and art therefore
needed to be negated and surpassed by revolutionary
insurrection on the streets; art was to be replaced by
revolutionary interventions in the societal communica-
tion system. the struggle against the so-called act soci-
ety was supposed to manifest itself in such a way as to
go beyond art and politics; those specialised activities,
traditionally separated in situationist jargon, were to be
surpassed in favour of a total revolutionary conduct.

Consequently, art intervened as a component, a mate-
rial in the situationist project; but art was in no way an
end in itself, the situationists didn’t want to make art
works that could be sold and exhibited in museums and
galleries. the situationists chose the maximalist position:
all or noth- ing, only the revolution is a solution. the two
other projects were not so overdriven and, no matter
how politicized they became, never abandoned art. In
New York, 1969, a relatively large number of artists, crit-
ics and others with a connection to the art world, gath-
ered together in a loosely organised anti-hierarchical
organisation which was given the name

Art Workers’ Coalition. this organisation functioned as
a catalyst for the aims of a number of artists and critics
who wanted to engage in the explosive political move-
ments which characterised the end of the 1960’s: the
cold war, the war in Vietnam and the mobilisation of
blacks, feminists and students, and their critique of the
imperialistic, racist and sexist state power politics inher-
ent in the USA and through- out the world. the artists
and critics wanted to engage in these conflicts, though,
without having to relinquish the relative autonomy of the
artist. thus, for those artists involved there was often no
direct and manifest link between their political engage-
ment as citizens and their art. the principal stumbling
block for the AWC was the art galleries in New York and
particularly MOMA which was criticised for conducting
a dated, sexist and, in the final instance, imperialistic
exhibition policy. the group expressed its dissatisfaction
through a string of actions and meetings, but disbanded
relatively quickly, after existing only a couple of years.

The English collective Artist Placement Group was,
from 1965, concerned with investigating the social po-
tential of art through the placement of artists in public
institutions and companies. the placement of artists was
meant to introduce a different time perspective than the
one which traditionally characterises public institutions
and companies, making the creativity, which art is
equipped with in the modern world, accessible outside
of the art institution and, in this way, presenting an al-
ternative way of organising society. According to APG,
art was a creative resource that could be used in other
parts of social life, rather than just the narrow, art-re-
lated areas. therefore, art shouldn’t merely be contex-
tualised in connection with everyday life, but should be
directly introduced in the production process. Art now
became a concrete, but unspecified, co-operation be-
tween a person with creative talents and workers or em-
ployees at a company or in an institution. In their own
way, each of these three groups are an example of how
artists in the 1960’s attempted to move away from the
representation of political issues to a direct intervention
in political debates and conflicts; a direct engagement
in the production forces and the way they are organ-
ised.

In their own way, each of the three groups were an am-
biguous reworking of the avant garde requirement for
an advanced political (anti)art - the situationists radi-
calised the earlier avant garde critique of art alienation
and strove for absorption into the revolutionary move-
ments; APG’s project took both the form of a co-opera-
tion with business life and a gamble on the realisation
of the great utopian vision far out in the future; whilst
many AWC members were split between a scepticism
of social utopianism, there was a steady constituent part
of the historical avant garde, and a desire to use the
new social movements as audiences for their art. Re-
gardless of whether we get closer to the question of art
and politics, the avant-garde’s afterlife, as historians or
as participants, it is necessary for us to analyse the sta-
tus of this question today. the interventionist art of the
1960’s constitutes a privileged object for such a study,
where the accelerated political development of the time
made it both necessary and difficult to attempt to com-
bine art and politics. the avant-garde project is almost
certainly more distant today than it was in the 1960’s,
where it was already about to fade over the horizon, but
it still plagues experimental art and forces it to ask itself
whether it is possible to arrange the sensuous in an-
other way. there is an interest in such a question which
seems to characterize art-activist projects such as
Yomango, Wu Ming and Stopub, who all understand the

circulation of images, words and symbols as a struggle
for the creation and distribution of the sensuous. they
therefore attempt to act critically against the endeavours
to control the machinery of expression and attempt to
reject those representations which transform human
consciousness into a meta-market and which drown the
human by flooding it with predicates: consumer, soldier,
Dane, victim or hero.

“Solidarity unlimited” made a contribution to the discus-
sion of the connection between art, politics and com-
munity. At a time where Danish public opinion is marked
by a foreign-aggressive rhetoric, escalating obsession
with work, and a totally uncritical acceptance of re-
colonisation of the Middle East, it is absolutely neces-
sary to attempt to establish humorous and critical forms
of opposition. these can be both edifying, as with
Romer, Markman and Dyrehauge’s mobile benches, for
example, which make it possible to use the city space
in a different way, and critical, as with Lanthao Lam and
Lana Lin’s staging of the nation state’s biopolitical reg-
istration of immigrants. Simultaneously, the reduction of
our common destiny by the capitalist communication
machines should not be left unopposed. the various ac-
tions, which happened as part of “Solidarity unlimited”,
each produced models, in their own way, for non-exclu-
sive collective subjectivity, or exposed the repressing
nature of those communities already established by the
nation state, that only function under the premise of ex-
cluding that which is foreign. In this way the exhibition
project “Solidarity unlimited” succeeded in addressing
the question of community and relations in a globalised
world and pointed out the necessity of constructing a
‘non-state’ public domain which is not characterised by
racism and greed, and where difference is not a threat
towards an already established communal solidarity.

Published in PAVILION - journal for politics and culture,
nr. 13.
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Francis Alys (BE/MX) (b.1959)

In practicile sale artistice foloseste mai multe medii -de-
senul, pictura, video, film si fotografie- ihs& punctul de
pornire pentru fiecare obiect finit este actiunea performa-
tivd. Tn 1990, a inceput s realizeze paseos (plimbari),
actiune ce presupunea plimbarea pietonala prin jurul cen-
trului orasului Mexico City. Este interesat de crearea unor
fabule contemporarane, care sa aibe martori, sa fie dis-
cutate, zvonite si amintite de multi.

Alys a participat la Bienala de la Venetia, Bienala Inter-
nationald Sao Paolo, si Bienala Ibericoamericana de la
Lima; a expus si la Galeria de Arta Whitechapel din Lon-
dra, Muzeul de Arta Moderna din Mexico City si Castello
di Rivoli din Torino, Italia; Locuieste in Mexico City.

Lars Bang Larsen

Este un istoric de arta si curator din Barcelona si Copen-
haga. A co-curatoriat expozitii de grup precum "Pi-
ramidele lui Marte" (Galeria Fruit Market, Edinburgh,
2000), "Spectacolul Ecou" (Tramway, Glasgow, 2003),
"Populism" (Muzeul Stedelijk, Amsterdam, 2005), "In-
surectia invizibibila a unui milion de minti" (Sala rekalde,
Bilbao, 2005) si "O istorie a materialului iritat" (Raven
Row, Londra, 2010). Bibliografia sa include "Sture Johan-
nesson" (NIFCA/ Lukas & Stenberg, 2002), o monografie
despre spatiul aventurii utopice a lui Palle Nielsen, de la
Morderna Musset din Stockholm si "Modelul. Un model
pentru o societate calitativa, 1968" ( MACBA, 2010).
Seria de pamflete "Kunst er Norm", "Organisations-
former" si "Spredt veeren" ('Artd si Norma', 'Forme de Or-
ganizare' si 'Fiinta Dispersatd') abordeaza economia
experientei ca pe o mutatie in ADN-ul artei, ce conduce
catre o noua normativizare a artei. Procesul de cercetare
a lui Lars Bang Larsen este sprijinit de programul de doc-
torat al Departamentului de Arte si Studii Culturale din
cadrul Universitatii din Copenhaga.

Mikkel Bolt

Este istoric de arta si conferentiar la Departamentul de
Literatura Comparata si Cultura Moderna al Universitatii
din Copenhaga. Printre cartile scrise de el se numara
"Den Sidste avant- garde. Situationistisk Internationale
hinsides kunst og politik" ("Ultima avangarda. Internation-
ala Situationista dincolo de arta si politica"), editor al City
Rumble. Kunst, intervention and kri- tisk offentlighed
(‘City Rumble. Arta, interventie si domeniul public critic')
si "Livs-form. Perspektiver i Giorgio Agambens filosofi"
("Formele vietii. Persepctive in filosofia lui Fiorgio Agam-
ben").

Rosi Braidotti

Este profesor de studii feministe la Facultate de Arte din
cadrul Universitatii din Utrecht si director stiintific al Scolii
Olandeze de Studii Feministe si al Centrului de Expertiza
a Genului si Multiculturalismului (GEM). in anul academic
1994/1995 a fost profesor asociat la Scoala de Stiinte So-
ciale a Institutului de Studii Avansate din Princeton. A fost
intens implicatd, pentru o perioada de multi ani, intr-un
program european de cooperare in privinta Studiilor Fem-
iniste. A facut parte din Comisia Europeana de Evaluare
a Ariilor Tematice ale Studiilor Feministe in 1995. Mai de-
parte, a fondat programul universitar de schimb, inter-eu-
ropean, NOISE, conectand 10 universitati din diferite tari
europene, oferind Scoala de Vara Europeana, anuala, in-
terdisciplinara si cu perspective multiculturale. A publicat
diverse articole legate de filosofie feminista, epistemolo-
gie, poststructuralism si psihanaliza. Este consilier al ju-
rnalelor Signs, Differences si Jurnalul European de Studii
Feministe. In prezent se concentreaza pe cercetarea sa
filosofica asupra conceptul de diferenta in lucrarile lui
Gilles Deleuze.

Minerva Cuevas (MX) ( b.1975)

Este fondatorul Mejor Vida Corp., o corporatie non profit,
bazata pe interventii economice ca urmare a neincrederii
in sistemul capitalist institutionalizat. Lucrérile sale se-au
dezvoltat in jurul unor contexte sociale si politice speci-
fice, si au ca tematica comportamentul corporatist. De
obicei modifica logo-uri si tipareste diverse tipuri de im-
primate. Amator de radio. Este de acord cu instruziunea
si sabotajul in domeniul culturii. Membru al irational.org
si espora.org

Ciprian Homorodean (BE/RO) (b. 1982)

Artist roman care lucreaza cu medii multiple . Lucrarile
sale au fost expuse in Harta Gallery - Timisoara, BPS22
- Charleroi, Belgium, SOS 4.8 Festival - Murcia, Spain.
in 2007 i s-a decernat Prix du Hainaut. Tn 2008 a expus
in timpul Bucharest Biennale 3. Traieste si lucreazé in
Bruxelles. (www.ciprianhomorodean.eu)

Felix Guattari (FR) (b. 1930 - d. 1992)

Psihanalist si filosof francez, renumit pentru miscarea
anti-psihiatrica din Franta, activismul sdu politic de stanga
si doua mari colaborari cu Gilles Deleuz, "Anti-Oedip"
(1972) si "O mie de platouri: Capitalism si Schizofrenie"

(1980). Lucrarile sale in colaborare cu Deleuze artic-
uleaza o puternica critica a socializarii rigide a dorintei
umane datorita complexului oedipian, ortodoxia psihi-
atrica care l-a definit si reprodus si imperativele capitaliste
cérora le-a servit. Deleuze si Guattari au numit acest vast
proiect anti-Oedip, schizo analiza - un termen care se
referd la un scop continuu de a scéapa de dorintele con-
struite social. Atat "Anti-Oedip céat" si "O mie de platouri:
Capitalism si Schizofrenie" simbolizeaza oarecum sensul
anarhic al posibilitatilor si al exploziilor dorintelor sociale
vizibile la evenimentele din mai '68, in care Guattari a fost
profund implicat. Celelalte opere majoare ale lui Guattari
includ "Inconstientul Mecanic" (1979), "Revolutii Molecu-
lare: Psihiatrie si Politica" (1984) si "Cele trei ecologii"
(1989).

Razvan lon

Este teoretician, curator, manager cultural si activist
politic. Este impreuna cu Eugen Radescu editor al PAVIL-
ION — journal for politics and culture, director al
BUCHAREST BIENNALE — bienala internationala de arta
contemporana Bucuresti, iar din 2008 a fost numit direc-
tor al PAVILION UNICREDIT — centrul de arta si cultura
contemporana. A tinut conferinte si prelegeri la diverse
universitati si institutii de arta precum University of Cali-
fornia, Berkeley; Headlands Center for the Arts, San
Francisco, California; Facultatea de Stiinte Politice Cluj;
Academia de Arta, Timisoara; La Casa Encedida,
Madrid; Calouste Gulbenkian Foundation, Lisbon; Uni-
versitatea din Lisabona, Universitatea din Londra. Scrie
pentri diverse reviste si ziare, iar recent a curatoriat ex-
pozitia “Exploring the Return of Repression” la Pavilion,
Bucuresti si rum46, Aarhus. in prezent lucreaza la vol-
umele “Exploring the Return of Repression” si “Rhizomic
Structures Of Art Institutions. Neo-Politics Of Culture”, ce
urmeaza sa fie publicate in limba engleza. Urmatoarele
sale proiecte curatoriale includ “Smash the Church!
Smash the State!”, care dezbate problema anarhismului,
activismului colectiv si a miscarilor socio-politice in arta
contemporand, si “Disruptive Monsters: From Represent-
ing to Constructing Situations”, ce vor fi intinerate in 2011
in mai multe spatii europene. Din 2010 este profesor la
Universitatea din Bucuresti. Traieste si lucreaza la Bu-
curesti.

Jason Loebs (US) (b.1981)

Foloseste diferite medii: pictura, colaj, instalatii, mix
media, explorand felul in care prezentul se contruieste
prin reconfigurarea trecutului. Lucrarile sale au fost ex-
puse recent in Voxpopuli, Philadelphia, Evaston Art Cen-
tersi Muzeul de Arta Contemporana din New Jersey. in
prezent ia parte la Programul Independent de Studii a
Muzeului Whitney. Traiesste si lucreaza in Brooklyn, New
York.

Gunalan Nadarajan

Este un teoretician al artei, curator din Singapore si in
prezent Decan asociat al Studiilor de Cercetare si Master,
la Colegiul de Arte si Arhitectura de la Universitatea de
Stat din Pennsylvania (SUA). Printre publicatiile sale se
numara "Ambulations" (2000), diverse eseuri pentru cat-
aloage si articole acadamice, dintre care ultimele sunt
"Ornamental Biotechnology and Parergonal Aesthetics",
in Signs of Life: Bio Art and Beyond (MIT Press, 2006) si
"Islamic Automation: A Reading of Al-Jazari's '‘Book of In-
genious Mechanical Devices' (1206)", in Media Art His-
tories (MIT Press, 2006). A curatoriat expozitii in diverse
tarii, precum "Ambulations" (Singapore), "180KG" (Jog-
jakarta, Indonezia), "Negotiating Spaces" (Auckland,
Noua Zeelanda) si "media_city" 2002 (Seoul, Korea de
Sud). A contribuit ca curator la Documenta Xl (Kassel,
Germany) si a facut parte din juriul unor expozitii inter-
nationale, printre care ISEA2004 (Helsinki / Talinn) si
transmediale 05 (Berlin, Germania).

Wilfredo Prieto (CU) (b. 1978)

Opera sa se bazeaza pe subversiunea, modificarea si re-
contextualizarea obiectelor care astfel capata un nou
inteles. Mesajul politic, constient, din operele sale
raméane subtil, vast si universal, stimuland meditarea
asupra formelor de opresiune si standardizare si a relati-
ilor dintre putere si dominatie. Un artist proeminent pe
scena internationald, care a luat parte la a 52-a editie a
Bienalei de la Venetia, in 2007, unde a expus Untitled
(White Library) (2004), o camera intr-o biblioteca in care
toate cartile aveau paginile albe si curate. Absenta textul
a devenit o metaford pentru stergerea cunoasterii, istoriei
si a memorie. Traieste si lucreaza in Barcelona si Ha-
vana.

Sabine Réhoré (FR) (b.1963)

In 1999, a decis sa refaca lumea si de atunci asta a de-
venit slujba ei. Din cauza faptului ca hartile lumii despre
productia industriald au fixat imaginea planetei, ea s-a
géndit sa redea acestora puterea expresiva a visului si a
fanteziei. Analizand simbolurile, realitatile fizice si modelel
mentale care ne ghideaza vederea, ea creaza propiile ei
planete Pamant. in fata acestor lucrari, privitorul se

uimeste si incepe sa priveasca cartografierea dintr-o
noud perspectiva. Traieste si lucreaza in Marseille.

Internationala Situationista (SI)

Afost un grup restrans de revolutionari internationali, fon-
dat in 1957, care a ajuns la apogeul influentei sale asupra
grevelelor fara precedent din mai 1968, in Franta. Ideile
lor fiind Tnrad&cinate in teoria marxista si avangarda eu-
ropeana a secolului 20, acestia au militat pentru o expe-
rienta a trairii, alternativd celor admise de ordinea
capitalistd, pentru indeplinirea dorintelor umane primitive
Si urmarirea unei calitati pasionale superioare. In acest
sens, au sugerat Si experimentat cu construirea de situ-
atii, mai exact, asamblarea unor spatii favorabile in-
deplinirii acestor dorinte. Folosind metode artistice, ei au
dezvoltat o serie de domenii experimentale de studiu
pentru constructia de situatii, precum urbanismul unitar
si psihogeografia. Au luptat impotriva principalului obsta-
col in atingerea unui ideal al vietii pasionale, identificat
de ei ca fiind capitalismul avansat. Lucrarile lor teoretice
au culminat in influenta carte, "Societatea Spectacolului"
a lui Guy Debord. Dupa ce au publicat ultima editiei a re-
vistei, 0 analiza a revoltelor din Mai '68 si a strategiilor
care trebuiau adoptate in viitoarele revolutii, grupul s-a
dizolvat in 1972.future revolutions, the S| was dissolved
in 1972.

Abdellah Taia (b. 1973)

Este renumit pentru prima autobiografie gay publicata in
Maroc. A locuit la Paris Tn ultimii opt ani dupa ce a studiat
literatura franceza la Universitatea din Rabat. Povestirile
sale scurte si romanele (Mon Maroc, 2000; Le rouge du
tarbouche, 2005; si Salvation Army publicat in franceza
in 2006) au fost traduse in olandeza si spaniola. A aparut
si in filmul lui Rémi Lange din 2004, Tarik el Hob (lansat
in engleza ca The Road to Love).

Temporary Services

Temporary Services este format din Brett Bloom, Collo-
Julin si Marc Fischer. Sunt din Chigaco si Copenhaga si
existd, cu cateva schimbari de membri si structura, din
1998. Ei produc expozitii, evenimente, proiecte si publi-
catii. Temporary Services a ihceput ca un spatiu expozi-
tional experimental intr-un cartier muncitoresc din
Chigaco. Numele lor face se refera direct la a produce
arta ca serviciu pentru altii. Este un mod pentru ei de a
acorda atentie contextului social in care arta este pro-
dusa si consumata. Avand anuntul Temporary Services
afisat pe fereastra lor, i-a ajutat s& se integreze printre
restaurantele ieftine, casele de schimb valutar, casele de
amanet si agentiile de munca temporara de pe strada lor.
Nu au fost imediat recunoscuti ca spatiu de arta. in mare
parte pentru a face un statement cu privire la rolul pe care
I-ar fi putut avea in gentrificarea cartierului. Nu erau in-
teresati s& fac arta pentru vanzare. in limitele la 'ce se
vinde?', artisti adesea creaza nise estetice pentru a pro-
teja, comercializa si reproduce la infinit, in loc sa se de-
schida noilor posibilitati.

Erwin Wurm (b.1954)

Cunoscut pentru unicitatea sa in abordarea umoristica a
formalismului, operele multidisciplinare ale lui Wurm au
aparut in diverse expozitii internationale. Erwin Wurm a
expus intensiv cu proiecte ca Glue Your Brain la Muzeul
de Arta Contemporana din Sydney, Australia (2005),
Erwin Wurm la Musée d’Art Contemporain de Lyon,
Franta (2007), Spit in Someone's Soup la Konstmuseum
Malm@, Suedia (2008), The Artist Who Swallowed the
World la Kunstmuseum St. Gallen, Elvetia (2008), Bien-
ala de la Moscova (2009); Narrow Mist la Ullens Center
of Contemporary Art, Beijing, China (2010), Liquid Reality
la Kunstmuseum Bonn (2010) si The Original Copy: Pho-
tography of Sculpture 1839 to today la Museum of Mod-
ern Art, New York (2010).

Operele lui Wurm sun include n colectii prestigioasw din
lume, la Guggenheim Museum, New York, Peggy
Guggenhein Collection, New York, the Walker Art Center,
Minneapolis, Museum Ludwig; Kunstmuseum St. Gallen,
Musée d'Art Contemporain de Lyon si Centre Pompidou,
Paris. Urmeaza sa expuna la Kunsthallen Brandts,
Odense, Denmark si the Middleheimmuseum, Antwer-
pen, Belgium, Temporary Structures: Performing Archi-
tecture in Contemporary Art la deCordova Sculpture Park
and Museum, o expozitie solo la Bass Museum of Art,
Miami programaté pentru decembrie 2011 si prezentarea
proiectului Superstress la a 54-a editie a Bienalei de la
Venetia, in iunie 2011.

Biographies:

Francis Alys (BE/MX)

(b. 1959)

His artistic practice falls into many genres-drawing, paint-
ing, video, film, and photography-but the starting point for
each finished object is always performative action. In
1990, he began performing paseos (walks) in which he
traveled on foot around Mexico City's central downtown

area. He is particularly interested in creating contempo-
rary fables that are witnessed, discussed, rumored, and
remembered by many.

Alys has participated in the Venice Biennale, the Sdo
Paulo International Bienal, and the Lima Iberoamericana
Bienial; he has also exhibited at the Whitechapel Art
Gallery, London; Museo de Arte Moderno, Mexico City;
and Castello di Rivoli, Torino, ltaly. He lives in Mexico
City.

Lars Bang Larsen

He is an art historian and curator based in Barcelona and
Copenhagen. He has co-curated group exhibitions such
as Pyramids of Mars (Fruitmarket Gallery, Edinburgh,
2000), The Echo Show (Tramway, Glasgow 2003), Pop-
ulism (Stedelijk Museum, Amsterdam 2005, a.0.), La in-
surreccion invisible de un millon de mentes (Sala rekalde,
Bilbao 2005), and A History of Irritated Material (Raven
Row, London 2010). His books include Sture Johannes-
son (NIFCA / Lukas & Sternberg 2002), a monograph
about Palle Nielsen’s utopian adventure playground at
Moderna Museet in Stockholm si The Model. A Model for
a Qualitative Society, 1968 (MACBA 2010). The series of
pamphlets Kunst er Norm, Organisationsformer and
Spredt vaeren ('Art is Norm’, ’Forms of Organisation’ and
'Dissipated being’, published by the Art Academy of Jut-
land), discusses the experience economy as a mutation
in art’s DNA towards a new normativisation of art. Lars
Bang Larsen’s research is supported by the Ph.D. pro-
gram at the Department of Arts and Cultural Studies at
Copenhagen University.

Mikkel Bolt

He is an art historian and lecturer at the Department of
Comparative Literature and Modern Culture, University
of Copenhagen. He has, amongst others, written the
book Den Sidste avant- garde. Situationistisk Interna-
tionale hinsides kunst og politik (“The Last avant-garde.
Situationist International beyond art and politics”) and ed-
ited the books City Rumble. Kunst, intervention and kri-
tisk offentlighed (“City Rumble. Art, intervention and crit-
ical public domain”) and Livs-form. Perspektiver i Giorgio
Agambens filosofi. (“Life form.”)

Rosi Braidotti

She is professor of women's studies in the Arts Faculty
of Utrecht University and scientific director of the Nether-
lands Research School of Women's Studies and of the
Expertise Centre Gender and Multiculturalism (GEM). In
the academic year 1994-95 she was a fellow in the
School of Social Science at the Institute for Advanced
Study in Princeton. She has been involved extensively in
European cooperation in Women's Studies for many
years. She chaired the European Subject Area Evaluation
of Women's Studies in 1995. Furthermore she founded
the inter-European university exchange programme,
NOISE, linking 10 universities in different European coun-
tries, which offers a yearly European Summer School
from interdisciplinary and multicultural perspectives. She
has published extensively in feminist philosophy, episte-
mology, poststructuralism and psychoanalysis. She
serves as an advisor to the journals: Signs, Differences
and The European Journal of Women's Studies. She is
currently concentrating her philosophical research on the
concept of difference in the work of Gilles Deleuze.

Minerva Cuevas (MX)

(b. 1975)

Founder of Mejor Vida Corp., a non-profit corporation
based on economical interventions as the result distrust
of the institutionalized capitalist system. Her work is de-
veloped around specific social and political contexts, tar-
gets corporate behaviour. She is keen on altering logos
and producing printed matter. Radio amateur. She ap-
proves cultural intromission and sabotage. Member of ira-
tional.org and espora.org

Ciprian Homorodean (BE/RO) (b. 1982)

Romanian artist working wit multiple mediums. His works
were exhibited in Harta Gallery - Timisoara, BPS22 -
Charleroi, Belgium, SOS 4.8 Festival - Murcia, Spain,
Contemporary Art Center from Riga. In 2007 he won Prix
du Hainaut,. In 2008 he was exhibited during Bucharest
Biennale 3. Lives and works in Bruxelles. (www.ciprian-
homorodean.eu)

Felix Guattari (FR) (b. 1930 - d. 1992)

A French psychoanalyst and philosopher best known for
his prominence in the anti-psychiatry movement in
France, his political activism on behalf of left-wing
causes, and two major collaborations with Gilles Deleuze
, Anti-Oedipus ( 1972 ) and A Thousand Plateaus: Capi-
talism and Schizophrenia ( 1980 ). Guattari's work with
Deleuze articulated a strong critique of the rigid social-
ization of human desire at work in the Oedipus complex,
the psychiatric orthodoxy that championed and repro-
duced it, and the imperatives of capitalism that it served.

Deleuze and Guattari called this broad anti-Oedipal proj-
ect schizo-analysis—a term that referred to the goal of
constantly breaking away from socially channeled desire.
Both Anti-Oedipus and A Thousand Plateaus reflect
something of the anarchic sense of possibility and the ex-
plosion of social desires visible in the events of May 1968
, in which Guattari was deeply involved. Guattari's other
major works include L'inconscient machinique ( 1979 ),
Molecular Revolution: Psychiatry and Politics ( 1984 ),
and Les trois ecologies ( 1989 ).

Razvan lon (RO)

Is a theoretician, curator, cultural manager and political
activist. He is the co-editor (with Eugen Radescu), of
PAVILION - journal for politics and culture, co-director of
Bucharest Biennale and in 2008 he was appointed as di-
rector of PAVILION UNICREDIT- center for contemporary
art & culture.[2] Lives and works in Bucharest. He lec-
tured at University of California -Berkeley, Headlands
Center for the Arts-California, Political Science Faculty -
Cluj, Art Academy - Timisoara, La Casa Encendida -
Madrid, Calouste Gulbenkian - Lisbon, etc. He writes in
different magazines and newspapers.He recently curated
"Exploring the Return of Repression"[3] at Pavilion,
Bucharest and rum46, Aarhus. He is now working on the
book project "Exploring the Return of Repression" and
“Rhizomic Structures Of Art Institutions. Neo-Politics Of
Culture”. He's next curatorial project include “Smash the
Church! Smash the State!” dealing with anarchist and col-
lective activism and social-political movements in art and
“Rhizomic Structures Of Art Institutions. Neo-Politics Of
Culture” which will be exhibited on various art spaces in
2011. From 2010 he's a professor at the University of
Bucharest. Lives and works in Bucharest.

Jason Loebs (US) (b. 1981)

He uses various media: painting, collage, installation,
mixed media, exploring the ways through which the pres-
ent is constructed by reconfiguring the past. His works
have been recently shown in Voxpopuli, Philadelphia,
Evanston Art Center and New Jersey Museum for Con-
temporary Art. He is currently part of the Whitney Mu-
seum Independent Study Program. Lives and works in
Brooklyn, NY.

Gunalan Nadarajan

Is an art theorist / curator from Singapore and is currently
Associate Dean of Research and Graduate Studies, Col-
lege of Arts and Architecture at the Pennsylvania State
University (USA). His publications include a book, Ambu-
lations (2000), numerous catalogue essays and various
academic articles including most recently, Ornamental
Biotechnology and Parergonal Aesthetics, in Signs of
Life: Bio Art and Beyond (MIT Press, 2006) and “Islamic
Automation: A Reading of Al-Jazari’s ‘Book of Ingenious
Mechanical Devices’ (1206)”, in Media Art Histories (MIT
Press; 2006). He has curated exhibitions in several coun-
tries including Ambulations (Singapore), 180KG (Jog-
jakarta, Indonesia), Negotiating Spaces (Auckland, New
Zealand) and media_city 2002 (Seoul, S.Korea). He was
contributing curator for Documenta Xl (Kassel, Germany)
and served on the jury of several international exhibitions
including ISEA2004 (Helsinki / Talinn) and transmediale
05 (Berlin, Germany). He is also currently Artistic Co-Di-
rector of the Ogaki Biennale 2006. Gunalan is one of the
Board of Directors of the Inter Society of Electronic Arts.
He was recently elected a Fellow of the Royal Society of
Arts. Gunalan’s research interests include art and biology,
robotic arts, nanotechnology and toys.

Wilfredo Prieto (CU) (b. 1978)

His work is based on subversion, modification and recon-
textualisation of objects which thereby assume a new
meaning. The consciously political message in his works
always remains subtle, vast and universal, stimulating re-
flection on forms of oppression and standardisation and
on the relationships between strength and domination. A
prominent artist on the international scene, he took part
in the 52nd Venice Biennale in 2007 exhibiting Untitled
(White library ) (2004), a room in a library in which all the
books had pristine white pages. The disappearance of
the text became a metaphor for the erasure of knowl-
edge, history and memory. Lives and works in Barcelona
and Havana.

Sabine Réhoré (FR) (b.1963)

In 1999, she decided to remake the world and since that
time, it became her job. Because map of the world’s in-
dustrial making has set the picturing of our planet, she
wants to give back the expressive power of this topic to
dream and fantasy. Analyzing symbols, physical realities
and mental models that leads our vision, she creates her
own planets Earth. Facing these works, the onlooker gets
puzzled and considers cartography with brand new eyes.
Lives and works in Marseille.

The Situationist International (Sl)
was a restricted group of international revolutionaries

founded in 1957, and which had its peak in its influence
on the unprecedented general strike of May 1968 in
France. With their ideas rooted in Marxism and the 20th
century European artistic avant-gardes, they advocated
experiences of life being alternative to those admitted by
the capitalist order, for the fulfillment of human primitive
desires and the pursuing of a superior passional quality.
For this purpose they suggested and experimented with
the construction of situations, namely the setting up of en-
vironments favorable for the fulfillment of such desires.
Using methods drawn from the arts, they developed a se-
ries of experimental fields of study for the construction of
such situations, like unitary urbanism and psychogeog-
raphy. They fought against the main obstacle on the ful-
fillment of such superior passionate living, identified by
them in advanced capitalism. Their theoretical work
peaked on the highly influential book The Society of the
Spectacle by Guy Debord. After publishing in the last
issue of the magazine, an analysis of the May 1968 re-
volts and the strategies that will need to be adopted in fu-
ture revolutions, the Sl was dissolved in 1972.

Abdellah Taia (b. 1973)

He is renowned as the first openly gay autobiographical
writer published in Morocco. He has lived in Paris for the
last eight years after studying French literature at the Uni-
versity of Rabat. His short stories and novels (Mon
Maroc, 2000; Le rouge du tarbouche, 2005; and Salvation
Army, which was published in French in 2006) have been
translated into Dutch and Spanish. He also appeared in
Rémi Lange's 2004 film Tarik el Hob (released in English
as The Road to Love)

Temporary Services

Temporary Services is Brett Bloom, Salem Collo-Julin
and Marc Fischer. Based in Chicago and Copenhagen
and existed, with several changes in membership and
structure, since 1998. They produce exhibitions, events,
projects, and publications. Temporary Services started as
an experimental exhibition space in a working class
neighborhood of Chicago.Their name directly reflects the
desire to provide art as a serviceto others. It is a way for
them to pay attention to the social context in which art is
produced and received. Having "Temporary Services"
displayed on their window helped them to blend in with
the cheap restaurants, dollar stores, currency exchanges,
and temporary employment agencies on their street.
They were not immediately recognizable as an art space.
This was partly to stave off the stereotypical role we might
have played in the gentrification of our neighborhood.
They weren't interested in making art for sale. Within the
boundaries of “what sells,” artists often carve out tiny aes-
thetic niches to protect, peddle, and repeat indefinitely,
rather than opening themselves up to new possibilities.

Erwin Wurm (A) (b. 1954)

Known for his uniquely humorous approach to formalism,
Wurm’s multi-disciplinary works have appeared in exhi-
bitions throughout the world. Erwin Wurm has exhibited
extensively with shows such as, Glue Your Brain at the
Museum of Contemporary Art, Sydney, Australia, (2005),
Erwin Wurm at the Musée d’Art Contemporain de Lyon,
France, (2007), Spit in Someone’s Soup at the Konstmu-
seum Malmé, Sweden, (2008), The Artist Who Swallowed
the World at the Kunstmuseum St. Gallen, Switzerland,
(2008); the Moscow Biennial (2009); Narrow Mist at the
Ullens Center of Contemporary Art, Beijingm China
(2010), Liquid Reality at Kunstmuseum Bonn (2010) and
The Original Copy: Photography of Sculpture 1839 to
today at the Museum of Modern Art, New York (2010).
Works by Wurm are included in prestigious collections
throughout the world at the Guggenheim Museum, New
York, Peggy Guggenhein Collection, New York, the
Walker Art Center, Minneapolis, Museum Ludwig; Kunst-
museum St. Gallen, Musée d’Art Contemporain de Lyon,
and Centre Pompidou, Paris among others. The artist’s
upcoming exhibitions include solo exhibitions at Kun-
sthallen Brandts, Odense, Denmark and the Middleheim-
museum, Antwerpen, Belgium, Temporary Structures:
Performing Architecture in Contemporary Art at deCor-
dova Sculpture Park and Museum, MA, a solo exhibition
at the Bass Museum of Art, Miami scheduled to open in
December 2011 and the presentation of Superstress at
the 54th Venice Biennale, Italy in June 2011. Erwin Wurm
lives and works in Vienna, Austria.
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