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Elcaywyn

1n¢ Dalila Honorato

To B¢ua tov ouvedpiov "Taumov - MapdaBaon - YépBaon otnv Texvn kot
v Emotun” gekivioe wg emBupia va eEgpeuvnioovpe tpla SlapopeTikd
emimeda cOAANYMG Kal avTIANYPM G TG Ao BN TIKN G Kol TG NOIKIG 6TOV TOPEX
™G TEYVNG Kot TG emotung. Katd ) Sidpkela ¢ meptddov wpipavorg
Tov, KatevBuvOnKe TPog TNV €epelivnon TG YPUUUNG OTIOV TEXVT Kol ETTL-
TN CUVAVTIOVVTOL KAL TAUTOXPOVA VA TIPOGSLOPIGEL TO OPLO IOV TIG XW-
pilel. OL TpeLg AEEELG TTOU ATTOTEAOUV TOV TITAO CUYXWVEVOUV TPELS LOEEG. Ap-
XKA& TO amayopevpévo, pa oupfacn toéco Badid pllwuévn ov oAU Atyol
Selyvouv Slatebelpévol va omacouv. Asutepn £pyetal 1 epLppdvnon, M
mpdkAnon oty (6la ™ ocVuPaon eite péoa amd v avtiotacn oy eKTE-
AEOM LG EVTOATG, lTe péoa atd pia dpeon TPEEN KOVTPA 6TO KATECTNUEVO.
Tpitn épxetaitn eE0PYwon,  petdBaon o€ pa VTTEPPATIKY KATAGTAOT OTIOU
EEMEPVAEL TA AVAUEVOUEVA EVELAUESH OTASLA TNG YPAUULKNG CUAANYTNG, KOl
elval ouvdedepévn edw e Ta OpLa TG Stepelivnomg TG AKPOTNTAS.

YkoToG Tov ouvedpiov "Taumov - lTapafaocn - YépPaon atnv TExvn kat
™mv Emomun” ntav n avantuin me Oepatikng evog SUHEPOV CUUTIOGIOV UE
Tov TitAo "Metapop@woelg ™G Zwpatikottag: Téxvn - Zopa - TeyvoAo-
yia" To omoio opyavwbnke to 2014 wote va e&epeuvnBolv eVOAAAKTIKA
TPOTUTIA TTEPA ATLO TIG YN@LAKES TEXVEG. Me Bdon auTr) TNV epmelpia €ywven
6YS0M EMOTNHOVIKY KOl KAAALTEXVIKI] GUVAVTIOT) TIOV 0pYXVWONKE ATt TO
Tunua Texvav Hyov kat Etkovag tou loviov Mavemotpiov aAAd& 1o TpwTo
IOV XU PAKTNPIOTNKE ETIONUA WG GUVESPLO. TO GUVESPLO TIPOYPAUUATIOTNKE
APXLKA WG SIUEPO YEYOVOS Kl EMEKTAONKE AOYw TwV SLEBV®V TIPOTATEWY
KL TWV SLAQOPETIKWV TIPOCEYYIGEWV TTIOV GUVELGEPEPAV 0TO BEUQL.

To cuvédplo édaBe xwpa otig 20-22 Maiov 2016 oTo LOTOPIKO KTIpLO
™¢ loviou Akadnpiag Kot 0TIG EYKATAGTACELS TWV TUNUATWY Iotopiag & Ap-
xewovopiag, BifAtobnkovouiag kat MovoeloAoyiag. Tn Slopydvwon auty,
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IOV €YIVE 0T0 TTAG10 TOV 1000 PeaTIBAA OTTTIKOAKOVGTIKWVY TEYV®OV, TiUN-
oQaV LE TNV TIAPOVG LA TOUG TPELG TIPOCWTILKOTITEG TNG TEXVNG KAL TNG ETILOTT-
UNG WG TTPOCKEKANUEVOL OANTEG: 0 Stelarc, o Roy Ascott kat o Mavog Aave-
{nG. MeydAn TpOKAN O™ KL LOVASIKT) EPTIELPLO ATIOTEAETE 1) TTAPAAAT|AT] SLop-
yavwon tplwv ekbéoewv otnv Képkupa, pépog tou ouvedpiov, pe épya Té-
XVNG amd Toug ouppetéxovies: Stelarc, Adam Zaretsky, lan Haig, Scott
Townsend, Irini Athanassakis, Laura Corcuera kot Patricia Noronha.

H Swopydavwon eixe v vmootiplen nuociwv kal WSLWTIKWY QOpPEwY
amd v EAAGSa, 6mwg 1 Mepupépewa loviwv Nijowv, o Anjpog Képkupag, 1
Anpotikn IMvakodnkn Képkupag, n 'Evwon Zevodoywv Képkupag kat o E-
utmoptkog TVAioyog Képkupag, kabws emiong to Xmitt g Kvmpov, to kvu-
mpLako 'I6pupa APTog, to Kévtpo dirocopiag g Emiotung tov Mavemt-
oo ¢ Awoapovag, Moptoyaiia. Timote amd autd Sev Ba NTov £QIKTO
XWPIG TNV Voo T PLEN Kol TNV TIPWTOLoVALX TwV EBEAOVTWOV POLTNTWV ATO
O0Aa ta Tupata tov loviov Mavemotnuiov, ol omolol cuppeTEiYAV 6TV V-
AoTtoinon Tov ocVVBeTOL AVTOL OXES0V, TPOGPEPOVTAG TOV XPOVO, TNV EVEP-
YELA TOUG AAAG TV aTtO OAQ TIPOCPEPOVTAG OE OAEG TIG SPATELS TN BETIKO-
™NTA& TouG. Méoa amd TNV TPOCWTILKT EVOAPPLVOT KABE GUUUETEXOVTA, TO
[6vio TTavemoTlo amo@Acioe va SeXTEL TNV TIPOKAN O™ TNG EMAVAATIYMG
™G Slopydvwong Tov ouvedpiov e To (51o BEpa, Evav xpOvo PETA.

Me ) ouppeTox” EENVTA OLIANTWY ATIO 16 SLAPOPETIKESG XWPES, TO TPO-
ypapua tov cuvedpiov opyavwOnke ot eikoot ouvedpies. Ta TTPAKTIKA TOU
ouvedpiov "Tapmov - MapaBaocn - YrépBaon oy Téxvn kat tnv Emetiun”
mepAapBavouy ta Kelpeva 47 TAPOUVOIACEWY TIOV ETUAEXTNKAV ATIO TN Sle-
Bvn emoTUOVIKY - KaAALTEXVIKY emitpoT). To BiAlo akoAovBel TV avti-
otoym oelpd tou ouvedpiov. Ta ke@dAala givat: "Oplopol” pe Ta Kelpeva
Twv Joshua Halberstam, Elisa Decet kat tov Evpumtién Zavtién, "AnAwaoelg
oL YBp1dikég Téyveg” pe ta keipeva twv Polona Tratnik, Adam Zaretsky kat
Ian Haig, "Avapeoca otnv AA0sia kat tnv Mapapaocn: n petaAraypévn @uon
™G emoTUNG" pe Ta kelpeva twv Rob Kesseler kat Catarina Pombo Nabais,
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"Amtayopevpévo" pe ta keipeva twv IMévvu Mamayewpyomodiov k' Anuitpen
Xapitov, Aaiba Awvidtn k' Avépéa TavvakovAdmovAov kot Irini
Athanassaki, "MetaAAagn" pe ta keipeva twv Mapia ABavacékov, lwavvn
Madlapakn kot Avtiyovng ABpapovin, "d0Ao" pe ta keipeva twv Lema
Malek Salem kot Sofia Ropek Hewson, "Téxvn kot Bliodoyia" pe ta keipeva
Twv Patricia Noronha, Marie Mart Roijackers kat Jessica Donato, "Nonua" pe
Ta kelpeva twv Ilana Shiloh, Awatepivny T'ovAétn kot Avépéa TavvakovAd-
TovAov k' Aaida Apviatn, "T1600g" pe ta keipeva Twv Aéavdpog Kuplako-
movAog, Ines Lukin kat Aéomowa ITovAov, "MoAvopatikog” pe Ta Kelpeva
Twv Alanna Lynch kot Jenifer Wightman, "Awadiktvo kat Téxvn" pe ta kei-
ueva twv Avi Rosen, Mapidv Apyvpokaotpitn kat BaciAn Mmoula, "Kuplap-
xla" pe Ta kelpeva Twv Anna Kedziora kot Michael Dudeck, "Xwpig Opta" pe
Ta kelpeva twv Epnvn MooxoBouv, Kwotolda Kaioudn kot Daniela
Silvestrin, "TavtotnTeg" pe Ta kelpeva Twv Evayyeiia Alapavtomovov, A-
Aegavdpa KatoweAn, Avva Apmat{oyAov k' Katepiva ITamakuplakomoVAov
kot Fepdopog MoAvpépng, "Xwpol” pe Ta kelpeva Twv Pwtevi) NeEUpokoTAY
k' Podn Tottoupidov, Avtwvia IMAEpou kat Sibila Petlevski, "ExBeon" pe ta
kelpeva Twv lMNwpyog Hamaiwavvov k' Zoia [Tdoxov kat Zo@okAng Kwtoo-
TovAog, kat "Téyxvn kat Exkmaidsvon” pe ta kelpeva twv EAévn Mapyapo,
Avva Matowpn, Tplavta@uAiiad Zoaka & Maydainvr Tolovkn, Mapa-
okevn F'avatolov, Aavan Taxtapd kat BaciAng Wappag.

Y10 6UVOAQ TOV, TO TIEPLEXOUEVO AUTIG TNG YNPLAKNG EKSOOTG, AVTAVA-
KAQ TIG OEUATIKES TNG APXIKNG TTPOCKANONG CUUUETOXTG. LTI CUVEXELX TN
TPOOoTIAOELAG Vo cLUVELT@PEPOVIE 0TO SLEBVN Stddoyo avapesa ot Bewpn-
TIKT) KoL KOAALTEYVIKT TIPOGEYYLOT) TOV BEUATOS Kol Tn S1d8001| TOU 6TV €U-
pUTEPN EAANVIKTY KOWwVia Tapovotalovpe v tpitn ékdoon tov Tupatog
Texvwv Hyov kat Eikdvag tou loviov IMavemiotpiov.

TéAoG, TEPA ATLO TOUG OUIANTEG KL GUVTOVIOTEG TOU GLUVESPIOV, OL ETIL-
HEANTES TNG €kdoomng Ba BeAaV va EKQEPACTOUY €va HEYAAO EVXAPLOTW OF
TECOEPELS AVOPOTIOUG IOV XWPIG TNV €B€A0VTIKT TOUG 0TI PLEN 1 VAOTION O
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avTtoL Tov BiBAlov Ba Tav AVEQPIKTN: 1] LOTOPLIKOGS TEXVN S Avva XaTlnylav-
Vakm, 1 ypagiotpla Iwavva Aoykdaxn kat 1 EapeTiky oudda tov mepLodi-
KoV avBpwmivo, Aéomowva [TovAov kat M'wta Tepmpidov.
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Introduction
by Dalila Honorato

"Taboo-Transgression-Transcendence in Art & Science" started as a wish to
explore three different levels of conception and perception of the aesthetics
and ethics in the field of art & science. During its maturing process the pro-
ject developed towards the exploration of the line where art and science
meet and therefore also the border where they divide. The three "T" initials
condensate three ideas. First the forbidden, a convention that is so deeply
rooted that few seem to be willing to break it. Second the defiance, the chal-
lenge to the convention itself either through the resistance to execute an or-
der or through the direct action against the status quo. Third, the sublima-
tion, the transition to an alternative state that overcomes the expected in-
termediary stages in linear conceptualization, here connected with the ex-
pansion of limits.

The objective of "Taboo-Transgression-Transcendence in Art & Sci-
ence" was to develop the thematic of the two-day symposium entitled “Met-
amorphoses of Corporeality: Art-Body-Technology” organized in 2014, to
explore alternative patterns beyond digital arts. Based on this experience it
became the eighth scientific and artistic meeting organized by the Depart-
ment of Audio & Visual Arts of the Ionian University but the first which was
formally characterized as conference. The conference, initially scheduled as
a two-day event, was extended due to the amount of international proposals
and the different approaches they offered to the subject.

The conference took place in May 20-22, 2016 in the historical building
Ionian Academy and in the building of the Departments of History & Ar-
chives, Library Science and Museology. Integrated with the 10th Audiovisual
Arts Festival, it had the privilege to count with the participation of three ex-
traordinary personalities of the art & science fields as keynote speakers: Ste-
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larc, Roy Ascott and Manos Danezis. At the same time it was also a great chal-
lenge and unique experience to comprise the parallel organization of three
exhibitions in Corfu including artworks from its participants: Stelarc, Adam
Zaretsky, [an Haig, Scott Townsend, Irini Athanassakis, Laura Corcuera and
Patricia Noronha.

The organization counted with the support of public and private insti-
tutions from Greece, such as the Region of the lonian Islands, the Municipal-
ity of Corfu, the Municipal Gallery of Corfu, the Corfu Hotel Association and
the Corfu Business Association, as well as abroad, namely the Educational
Section of the Embassy of the Republic of Cyprus in Athens "Spiti tis Kyprou",
the ARTos Cultural and Research Foundation based in Cyprus and the Center
for Philosophy of Sciences of the University of Lisbon, Portugal. None of this
would be possible without their support as well as the leading role per-
formed by the students volunteers from all departments of the lonian Uni-
versity, who participated in the organization of this event in all its complex-
ity, offering their time and energy and offering as a positive statement their
own actions. Because of their personal incentive, the lonian University de-
cided to embrace the challenge of repeating the call under the triple T within
art and science only one year after.

With the participation of sixty speakers from sixteen different countries,
the programme of the conference was organized in twenty sessions. The
book of proceedings "Taboo-Transgression-Transcendence in Art & Sci-
ence" includes the text from 47 presentations chosen by the international
scientific-artistic committee. The book follows the same order of the confer-
ence. The chapters are: "Definitions" with texts from Joshua Halberstam,
Elisa Decet and Evripides Zantides, "Statements in Hybrid Arts" with texts
from Polona Tratnik, Adam Zaretsky and lan Haig, "Between Truth and
Transgression: the shifting nature of the scientific image" with texts from
Rob Kesseler and Catarina Pombo Nabais, "Forbidden" with texts from
Penny Papageorgopoulou & Dimitris Charitos, Laida Limniati & Andreas
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Giannakoulopoulos and Irini Athanassaki, "Mutation" with texts from Maria
Athanasekou, John Mazarakis and Antigoni Avramouli, "Gender" with texts
from Lema Malek Salem and Sofia Ropek Hewson, "Art & Biology" with texts
from Patricia Noronha, Marie Mart Roijackers and Jessica Donato, "Meaning"
with texts from Ilana Shiloh, Katerina Gouleti and Andreas Giannakoulopou-
los & Laida Limniati, "Desire" with texts from Leandros Kyriakopoulos, Ines
Lukin and Despoina Poulou, "Contagious" with texts from Alanna Lynch and
Jenifer Wightman, "Web & Art" with texts from Avi Rosen, Marily Argy-
rokastriti and Vasileios Bouzas, "Domination" with texts from Anna
Kedziora and Michael Dudeck, "Borderless" with texts from Eirini Mos-
chovou, Kostoula Kaloudi and Daniela Silvestrin, "Identities” with texts from
Evaguelia Diamantopoulou, Alexandra Katsineli, Anna Ampatzoglou & Kate-
rina Papakyriakopoulou and Gerasimos Polymeris, "Spaces" with texts from
Foteini Nevrokopli & Rodi Tsitouridou, Antonia Plerou and Sibila Petlevski,
"Display" with texts from Georgios Papaioannou & Sofia Paschou and Sofok-
lis Kotsopoulos and "Art & Education” with texts from Eleni Margarou, Anna
Matsiori, Triantafyllia Syvaka & Magdalene Tsionki, Paraskevi Ganatsiou,
Danai Tahtara and Bill Psarras.

As a whole, the contents of this digital publication reflect the principles
of the initial call for participation. Following the effort to support the inter-
national dialogue between the theoretical and artistic approach and its dis-
semination among the wider Greek society it is therefore here presented the
third edition of the Department of Audio & Visual Arts of the lonian Univer-
sity.

Finally, besides the speakers and chairs of the conference, the editors
would like to address a special thanks to four people without whom volun-
teer support this book would not be possible: the art historian Anna Hatziy-
iannaki, the graphic designer loanna Logaki and the power team from the
journal anthropino, Despoina Poulou and Giota Tempridou.
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Joshua Halberstam

Disappeared Histories: The Sacred and Profane
Digital Object

[Abstract] Humans always and everywhere have imbued objects with “extra-physical” sta-
tus based on the objects’ pedigree and use: some are deemed sacred, worthy antiques, collec-
tor items, sentimental mementoes, or possessing (in Walter Benjamin’s terms) the “aura” of
an objet d’art, while other objects are judged as tainted, polluted or worthless replicas. These
ontological attributions directed to origins are a central and pervasive factor in our determi-
nation of the transgressive and taboo. But this attachment to the “metaphysical weight” of
objects will undergo significant challenges as we enter more advanced stages of technology.
Future technologies will go much further than photography and film in untethering “artwork”
from objects and events, and draw attention away from fixed entities as we focus instead on
data-driven operations (editability, interactivity, distributive openness.) How will we trans-
fer to this world of “digital objects” - replaceable, regenerative, reiterative, reproducible bits
of cyberspace - our current responses to physical objects, along with our notions of “de-se-
cration” of those objects? What, say, is the digital equivalent of a Duchamp urinal? Depictions
of incest or cannibalism in virtual reality? Indeed, future non-spatial, non-physical art, less
invested in the transgressive/taboo history of things, will necessitate (radically) new notions
of the transgressive. Finally, we consider here whether we ought to view this development,
generally, as a healthy diminution of a superstitious infusion of “magical” qualities to physical
objects, or a significant threat to a needed, deep-seated perception of the past in the present.

ohn F. Kennedy liked to play golf. And you might like JFK. If so, how much

would you pay for his golf clubs? In 1996, an anonymous buyer shelled
out about 34 of a million dollars for them ...$772, 500 to be exact. A 1995
handwritten five-page prison letter written by the rapper Tupac Shakur can
be yours for a mere $225,000, a press release signed by Albert Einstein goes
for $45,000 and a Saudi Prince paid $10 million for the shoe thrown at
George W. Bush. In 1821, the doctor who conducted the autopsy of Napoleon
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purportedly cut off the French leader’s penis. It's current owner lives in New
Jersey and is willing to part with that precious, admittedly shriveled, rem-
nant for $100,000.

Now this market for collectibles might strike you as just the odd affec-
tions of odd human beings. But, in fact, infusing value to objects, positive and
negative, is a pervasive feature of cultures always and everywhere, and
something we all do regularly. The array of these “objects” is extremely
broad, reaching from lowly trinkets to persons, rivers, mountains and be-
yond. What matters to us in each case are not the physical features of the
item, but its individual history. Specificity is crucial: our interest is directed
to the “real” thing - not its facsimile, no matter how similar to the original.

Such extra-physical or what we might call “metaphysical weight” is at
work when we consecrate an object or location as holy, as sacred. So, too,
when we deem an object or location as debased or tainted. So, too, when we
anoint some object as an object d’art. And so, too, when we decree some art-
work as taboo or transgressive.

In what follows, | want to outline some of the ways this abiding human
attitude toward objects are manifested, in particular, with regard to our aes-
thetic judgments, with an aim to consider if - and how - these attributions
will manifest in our forthcoming digital, “objectless” world. So consider for
a moment our reaction to the controversial 1987 Andres Serrano photo-
graph Piss Christ which depicted a small plastic crucifix submerged in a glass
of the artist's urine. Would we react differently - how so and why so - if it
were not a photograph but an actual crucifix submerged in piss? If the cru-
cifix was submerged outside the museum as an act of protest without regard
to artistic merit? If it wasn’t the artist’s urine or if it weren’t urine at all but
colored liquid? And if it was only a digitally created image that looked like a
crucifix in urine?
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As we can see, the object in question forces us to question what we mean
by an object... and, consequently, what we mean by a transgressive object. |
should note at the outset that deviant items discussed here subvert in a so-
cial context and are not purely artistic trespasses. Atonal music was consid-
ered a musical aberration, as was cubism or abstract expressionism in paint-
ing, modernist poetry in its realm and so on. But the art objects considered
here present a complicated mixture of both aesthetic and cultural violation,
anchored in the physical but pointing to the aestheticl.

A shift from a material to a virtual world will entail a transition from our
ingrained attachments to “things” to an attachment to pure experience. Per-
force, novel forms of art and artistic transgression will follow in its wake.
But before exploring why this transformation will reshape the notion of
transgressive art, we need to step back for a moment and emphasize just
how intensely we respond to the materiality of items in our surroundings.

To be sure, our attitude to physical articles is rarely determined solely
by their physical constituency. While according to the philosophical per-
spective of essentialism, a view tracing back to Plato and Aristotle, specific
entities have a set or a particular attributes that is necessary to their iden-
tity, a feature that makes it what it is, these essential characteristics need
not be defined by their entities’ surface features. For example, for these an-
cient Greek thinkers, what makes humans, human, is not their bodily form
but that they are rational beings. Nor should we want to analyze the world
in these reductionist terms - alas, a tendency endemic to coarse scientism.
To do so is to commit what the philosopher Mary Midgley calls the fallacy of

1This discussion focuses on pictorial arts and not literature, poetry, music, drama and other
art forms where there is no singular “object” that can be pointed to as the singular instantia-
tion of the art work, as is the case, say, with a painting. How those other art forms will play
out in purely virtual contexts requires a separate exploration; one suspects each art domain
requires its own respective analysis.
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“nothing buttery”: explaining the Mona Lisa as “nothing but” a swath of pig-
ments, a Beethoven sonata as “nothing but” sound waves of a certain pitch
and timbre, altruism as “nothing but” a genetic strategy?2.

Beyond these higher levels of descriptions, which we derive from the
world, we also imbue objects with qualities based on our relationships to
them. Such infusions can alter the essential nature of the object. In Catholic
and Orthodox traditions, for example, a transubstantiation is believed to oc-
cur in the performance of the Eucharist, such that the substance of the bread
is metamorphized into the body of Christ and the wine into the substance of
his blood. (Note the hint of an aesthetic parallel in transubstantiating a
ready-made into a work of art by placing it in a museum).

Such extra-physical endowments are hardy confined to religious rituals.
They are rather routine, for our response to objects is informed by all sorts
of interlaced, invisible essences in the objects’ histories3.

The object’s age matters. We might esteem an antique chair for its crafts-
manship or because it is representative of an era we admire. But antiquity
itself confers value. The thrill of holding an ancient Greek coin in one’s hand
isn’t nearly approximated by holding a replica of that coin. What we cherish
here is the connection to a distant past: this coin, this very coin, not some-
thing that looks like it, was around at the time of Sophocles and might even
have been in his pocket. This appreciation of temporal distance is also par-
alleled in spatial distance. A genuine moon rock entices our imagination—
this rock was once on the moon. A mere look-alike presents but a pale com-
parative excitement.

2 The Myths We Live By. London: Routledge 2003.

3 Paul Bloom catalogues the many ways we make such ascriptions to things and argues that
this essentialist approach explains why we find pleasure in some objects and activities and
disgust in others. How Pleasure Works: The New Science of Why We like What We like. New
York: W. W. Norton 2010.

22



These items are consecrated for us. To throw away, or deface, the coin
is to commit a desecration, an unacceptable transgression.

Personal attachment matters. We have sentimental attachments to partic-
ular items that mattered in our personal lives. Here, too, imitation will not
suffice. We cherish our daughter’s first shoes, our son’s first teddy bear -
those specific shoes, that specific teddy bear. A wedding ring is held dear by
its owner to a degree another ring, however similar, is not. (Studies demon-
strate how uneasy people become when even a picture of their wedding ring
is ripped up.) These attachments begin early: children are loyal to their fa-
vored blanket, ragged though it be: a replacement will not provide the same
succor.

Previous use matters. Though there might be no detectable change in the
appearance of an object, its past use can confer upon it a special status: the
pen used to sign a foundational document, the gun used to assassinate a be-
loved political leader, the dress worn by Elizabeth Taylor in a starring movie
role. According to strict readings of traditional Islamic law (and so in other
religions), objects and sites used in the performance of idolatry are deemed
defiled and must be obliterated. In 2001, the Taliban declared the Buddhas
of Bamiyan, the two 6th-century monumental statues carved into the side of
a cliff in Afghanistan’s Bamiyan Valley, to be idols and, consequently, de-
stroyed the structures. Again, specificity is crucial. Offers to rebuild the mon-
uments would only provide memorials of a kind lacking the original purpose
that mattered most to both its worshipers and later destroyers.

Parts and contact matters. If an object is important to us, so too are its
parts. Sanctified religious relics usually consist of the physical remains or
personal effects of a saint or venerated holy person. A similar, albeit secular,
veneration of a physical fragment is evidenced in the high prices paid for a
vial of President Reagan's blood taken after the failed assassination attempt
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on his life, for a lock of Justin Bieber’s hair, as well as in the prideful exhibi-
tion of pieces of stone taken from what was once the Berlin Wall.

But even mere contact can confer such extra-ordinary qualities. Thus,
millions travel to see the Shroud of Turin, the cloth believe to have wrapped
Christ's body after his crucifixion. Similarly, we noted at the outset this the
huge sums of money paid for JFK’s golf clubs, as have been expended for
Elvis Presley’s guitar and thousands of other items once in contact with a
celebrity. The immediacy of these contacts counts too: a sweater worn by
George Clooney costs more if it wasn’t washed than if it was.

These expensive purchases can’t be understood as merely financial in-
vestments - for, one thing, that only moves the question to why the market
places such worth on these items. Nor are they mere spurns to memory - a
poster would do as well. Clearly, collectors are, indeed, often motivated by
genuine interest in these particular objects because of their physical connec-
tion to persons they care about*.

We should emphasize, too, that contact can also pollute. Hitler’s shirt is
sullied because it was his, and most would be uncomfortable wearing it.
Many are spooked by the prospect of sleeping in a room in which a murder
was committed.

Origin matters. The final feature we’ll mention here brings us closer to the
realm of artistic judgment and the set of issues that emerge when consider-
ing object-less works of art.

4 Marx and later Marxist thinkers have explicated the proclivity to fetishize objects in terms
of broader economic factors. While such analysis points to important features of the market-
place, our attachments to objects for reasons of personal sentimentality and interests can’t
be so easily explained in such a purely economic perspective.
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Again, the real thing is what counts for us. Bill Gates purchased the Da
Vinci notebook Codex Leicester for $30.8 million, though you can read digi-
tal copies of Da Vinci’s notebooks on the British Museum website for free.
Conversely, provenance can render objects and even information as pro-
scribed: medical data obtained by torturing inmates in Auschwitz were
deemed inadmissible by the international medical establishment even if its
findings had scientific value. Illegally procured evidence is declared tainted
and inadmissible in court proceedings.

With regard to artworks, an original Van Gogh is worth millions, but an
excellent forgery is hardly worth anything at all. We’d be scandalized if it
turned out, as conspiracy theorists have long professed, that the Mona
Lisa on display at the Louvre is in fact a copy, the original secreted for safe-
keeping. But why the outrage? After all, presumably, an indistinguishable
forgery of a painting provides the same aesthetic experience as the original.

Every robust theory of art tries to address - as it must - the challenge
posed by forgeries. For, clearly, provenance is dispositive>.

Perhaps the modern locus classicus for underscoring the traditionally
pivotal importance of origin is Walter Benjamin’s 1936 essay The Work of
Art in the Age of Mechanical Reproduction. Original works of art, Benjamin
proposes, possess what he calls an “aura,” the transcendent power of cultic
societies. Echoed in some of the categories we noted above such as origin,
history, contact, and use, Benjamin writes: “the authenticity of a thing is the

5 Not everyone agrees that originality is the key to an artwork’s aura. Bruno Latour and Adam
Lowe, for example, argue that successful artworks have a trajectory such that it is precisely
because it is so often copied that a work achieves its elevated status. “[T]he quality, conser-
vation, continuation, sustenance and appropriation of the original depends entirely on the
distinction between good and bad reproduction.” “The Migration of the Aura or How to Ex-
plore the Original Through its Facsimiles,” in: T. Bartscherer & R. Coover (ed.), Switching
Codes: Thinking through Digital Technology in the Humanities and the Arts. Chicago: Univer-
sity of Chicago 2011.
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essence of all that is transmissible from its beginning, ranging from its sub-
stantive duration to its testimony to the history which it has experienced”
(ital. mine). Photography (and film for related reasons} subverts this earlier
instantiation of aura: “for the first time in world history, mechanical repro-
duction emancipates the work of art from its parasitical dependence on rit-
ual. To an ever greater degree the work of art reproduced becomes the work
of art designed for reproducibility.”

Benjamin’s essay and his explication of aura presciently points to how
technological development can alter our designation of artwork, but I'd sug-
gest his much discussed insight was premature as only now is this transfor-
mation - and the implication for transgressive art - truly beginning to
emerge.

Photographs are reproducible. True. But the one hanging on the mu-
seum wall acquires an aura not attained by its reproductions. And even re-
productions of objects can attain the requisite aura if appropriately desig-
nated by the artist or art institution. The original urinal that Duchamp chose
to display at the Society of Independent Artists in 1917 is lost, but decades
later, Duchamp commissioned a number of replicas, one selling a few years
ago for $1.7 million. A work or performance might be transgressive in a so-
cial or political context but it only becomes transgressive art when it attains
the aura of an artwork (however one proposes that some creative work ob-
tains that status). Just anyone baptizing a urinal on the street as art doesn’t
make it so. Serrano’s Piss Christ becomes transgressive art only when it was
displayed as art.

There is, nevertheless, a more important sense in which photography
does not, as Benjamin suggests, free the world of art from a dependence of
reality. In fact, standard photography is even more dependent on reality
than other pictorial arts.

There is much to say, and much has been said, about the nature of the
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photograph, but there’s certainly a straightforward understanding of a pho-
tograph as being transparent, as asking us to pass cognitively from the pho-
tographic image to what it is the image of, albeit as the photographer would
have us view the pictured object. Paintings, on the other hand are opaque in
that we are asked to dwell on the canvass itself. Jerrod Levinson argues that
this divide is what distinguishes erotic art from pornography. A painting can
certainly be sexually arousing in part - think of Courbet's The Origin of the
World commissioned by the Ottoman diplomat Khalil Bey who wanted to
add the painting to his collection of erotica which already included Ingres’
The Turkish Bath. But these paintings are also, indeed primarily, about their
visual surfaces. What is arousing in pornography is, generally speaking, im-
agining interacting sexually with the depicted person. Erotic paintings di-
vert this transparency and keep attention focused on the work itselfé. For
this reason, I'd suggest that photographs of suggestive nudity and filmed sex
are X-rated because they track to real bodies in sexually arousing postures
while violence in films is not X-rated because the violence is faked; so-called
snuff movies where actual violence transpires are, in fact, X-rated as well.
Again, the connection here is to genuine, specific bodies: there’s a larger
market for even blurred naked picture of celebrities that clearer, more re-
vealing pictures of random people.

Like erotic art, but not pornography and in this vein, works of art with
deliberately disgusting content, and transgressive art in general, impor-
tunes us not to allow our attention stray away entirely from the aesthetic

6 The aesthetic perspective thereby constrains the sexual response. As ]. Levinson observes,
“Transparency of medium is all to the good of arousal, and is thus a virtual sine qua non of
pornography. Opaqueness of medium is all to the good of art, but invariably weakens, and
sometimes even wholly undermines, arousal”; "Erotic Art and Pornographic Pictures", Phi-
losophy and Literature 29, 2005, 228-240.

27


https://en.wikipedia.org/wiki/Khalil_Bey

component of the object or performance at hand’.

Nonetheless, trangsressive art - until now at least - is integrally linked
to concrete actuality. For if, as we’ve maintained, the sacred, the pure, the
“aura” of an artwork is grounded in actual objects, it is precisely only such
enshrined objects that can become transgressed, de-secrated, violated.

Our bodies are perhaps the most immediately “real” of all objects in our
lives, and humans everywhere have considered their bodies as hallowed.
Thus, in many religious traditions, mutilation of the body, even tattooing, is
considered sinful. Cannibalism, when practiced, is nearly always only ac-
ceptable within a ritual framework. After death, bodies are buried or cere-
monially burned, never discarded as mere pieces of flesh.

[t is not surprising, therefore, that so much of transgressive art involves
inverting the assumed inviolability of the body. Recent such provocations
include Rick Gibson’s pair of earrings made of human fetuses, Chris Burden
publicly having his arm shot, Vito Acconci masturbating under a gallery floor
as his audience walked above him, Karen Finley coating herself with choco-
late, Andrea Fraser taping herself having sex with a collector who paid
$20,000 for the privilege, Santiago Sierra tattooing prostitutes, and, of
course, the even better known works of Robert Mapplethorpe, Cindy Sher-
man, and Marin Abramovic. The list is long.

This “corpus” (if I may) of this art is tethered to the materiality of the
body. Indeed, as Martin Jay observes, “[s]ince this kind of work is rooted in
human corporeality, it makes clear the fact that both the artist and the ob-
server are embodied beings and not disembodied observerss.”

7 Explaining how we actually manage to simultaneously maintain both our revulsion and aes-
thetic appreciation when viewing “disgusting artwork” brings together recent research in a
variety of disciplines including cognitive psychology, anthropology as well as aesthetics.

8 Furthermore, for M. Jay, the body would be a likely locus for transgression, as he considers
the body “as a site of creaturely vulnerability, even abasement and decay, rather than enno-
bling beautification.” “Somaesthetics and Democracy: Dewey and Contemporary Body Art”
Journal of Aesthetic Education 36, 2002.
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As we transition to a more virtual world, the intermediate current tech-
nologies present an increased focus on experience and decreased need or
desire for actual physical contact. One illustrative application that reflects
this trend is the acutely named teledildonics, a means for remote sex, where
tactile sensations are communicated over a data link between the partici-
pants. But, of course, not only does this technology still involve actual bodies,
it retains the specificity criterion noted above: it matter who you think is on
the other side: you’ll not be happy if your partner turned out to be a machine
or some repulsive sex predator.

A still further move toward non-physical presence is exemplified in the
growing popularity of virtual cemeteries. An app is embedded on a physical
grave which the visitor can scan to find information about the deceased. And
at a still further remove from the physical, at virtual, “dis-interred,”
grave/websites promoted by Facebook and other companies, the deceased
is digitalized memorialized through audio/visual clips to which recollec-
tions, eulogies, condolences are contributed, the site becoming a truly “eter-
nal resting place.” (Presumably, one supposes, the site might also be hacked
and the “grave” defaced with nasty postings.) Such sites bring us closer to a
body-less world, but even these sites are still about the physical, in this case,
the mortal physical human body.

All this will change.

The ontology of digital artifacts is a fast developing subject of analysis,
maturing pari passu with fast developing technological capabilities. Digital
artifacts are understood here to include a growing spectrum of information
nodes, including blogs, social networked files, Instagram accounts, twitter
and the like, for starters, along with the experiences that occur in immersive
multimedia, computer-simulated realities that mimic a user's physical envi-
ronment in a way that allows the user to interact with it. Such virtual reali-
ties artificially create sensory experience, which can include sight, touch,
hearing, and smell.
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Digital objects differ fundamentally from physical objects in our pres-
ently experienced world. They are intrinsically reproducible and recombi-
natory, continuously open to modification and revision, decomposable,
adaptable, traceable and interoperative. Absent is the stability and structure
we find in material objects. Moreover, it follows that unlike the physical ob-
jects discussed earlier, digital objects lack the specificity, the singular iden-
tity we saw as an integral element of artistic aura that obtains in an artistic
transgression.

To summarize the argument so far: We invest material objects with
“metaphysical weight,” with meanings based on their provenance, use and
history without regard to their physical component or future applications.
We noted, furthermore, that transgressive art, art that challenges social ta-
boos, retain the aura of the artwork, but, hitherto, are nonetheless reified in
physical presentations, as exemplified in the insolences to the human body.
The digital world, however, is not incorporated in materiality and therefore
lacks a similar attendant concern with history and specificity. As such, vir-
tually generated transgressive artwork or performance - that is, created art
that is not mere depictions and representations of the actual material world
- would have to be something substantially different from what now consti-
tutes transgressed art.

What might this be?  don’t know. Indeed, I think it’s too early for anyone
to know; we sometimes need to remind ourselves we are only at the earliest
stages of this emerging digital revolution. But, I'd suggest, if the virtual world
we envision is more than only a metaphor it will be a world where experi-
ence will reign supreme not things. And, accordingly, transgressive art will
somehow have to develop as a transgressive experience independent of the
material objects.

One, nevertheless, can’t resist asking the larger looming question. Is this
transition to a virtual world, the jettisoning of attachment to things, a pro-
gressive development? After all, we can scorn those who spend millions for
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a celebrity’s sweatshirt, butisn’t it simply superstitious to venerate or abhor
any object because of its past use or history? Would it not be more sensible
to divest ourselves of these retrospective attachments? For that matter, why
not remove ourselves from attachments to things altogether, as perhaps
possible in a virtual world?

The philosopher Robert Nozick raised this challenge in his influential
argument against hedonism®. He proposed a thought experiment in which
an “experience machine” feeds sensations into people’s brains, so that when
plugged into the machine you can experience anything you want, blissfully
unaware that your experiences aren’t real: you'll enjoy the experience of eat-
ing delicious meals, climbing mountains, falling in love, making love, though
nothing of the kind is actually taking place. Mind you, though, accepting the
offer, means spending the rest of your life floating in the tank with the elec-
trodes implanted into your brain. When Nozick offered this thought experi-
ment nearly a half century ago it seemed wildly unrealistic; the offer no
longer seems so farfetched.

Nozick surmised that most people would reject the offer because it isn’t
just experiences we crave but an actual, real life. And, presumably, a real life
includes our attachments to real things. But why maintain these connec-
tions? As we enter the digital world that question will become increasingly
acute. Nonetheless, I suspect we’ll still need, perhaps even more than before,
a world where artists disturb our easy slumbers, real or virtual.
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Elisa Decet

How Transgression and New Technologies Prevent
Stagnation in Contemporary Art

[Abstract] Technology and art have long shared a connection. Technology has always offered
artists the opportunity to explore new concepts and materials, broadening our understand-
ing of the nature of a work of art. In contemporary society, ruled by new technology, this is
truer than ever. Technology shapes the way we read and interpret concepts, thereby influ-
encing the way artists perceive the world and present their works of art. It also informs the
public’s reception of the artwork itself.

Transgression and art also share along history. The word transgression is usually meant
in its general sense, which is traditionally defined as a violation of limits. As a consequence,
transgression in art is generally identified as an act that breaks the rules of art. However, the
meaning of the word transgression goes beyond merely breaking the rules. It also means to
infringe, which is the act of investigating the politics that underpin a specific society, and
questioning the ethical ground on which they stand. This adds complexity to the issue, which
interests not only society as a whole, but also individual subjectivity.

Both technology and transgression, as we will see, work to redefine imposed social lim-
its in order to broaden the understanding of specific concepts. Their intertwined roles pre-
vent stagnation, including in the art world. The emergence of new technologies in the 1990s
contributed to deepening their interrelatedness.

Although new technologies have informed all aspects of artistic development, for the
purposes of this essay I will focus on how the relationship between new technologies and
transgression has prevented stagnation in contemporary art. [ will argue that new technolo-
gies broke down the boundaries between private and public and undermined the very con-
cept of transgression, which, being context-related, is bound to time and space. This phenom-
enon, | will argue, inspired a renegotiation of the function of transgression in society and, as
a consequence, influenced the way transgression is conceived in art.

In order to illustrate that, [ will first outline the main ideas connected to the concept of
transgression, considering some interesting points made by Chris Jenks and John Jervisl. The
main characteristics identified in the definition of the term “transgression” will then be used
to explain the relation between technology and transgression in art. I will then highlight how

1 C. Jenks, Transgression. London: Routledge 2003; |. Jervis, Transgressive the Modern, Explo-
ration in the Western Experience of Otherness. Oxford: Blackwell Publisher 1999.
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the emergence of new technologies in the 1990s influenced the perception of the concept of
transgression in western society. Drawing on Kirsten Mey’s Art and Obscenity, 1 will outline
how new technology can be interpreted in relation to the concept of transgression in contem-
porary art by explaining how their bond prevents stagnation.

T echnology has always had an important role in society, contributing to
changing and shaping our lives and habits. To cite just a few examples,
it has been widely used in the field of education, healthcare, transportation,
agriculture, and business sales.

The emergence of new technologies in the 1990s, further influenced the
way we live. The introduction of computers, the internet and mobile phones
informed the way we communicate, and had an impact on all aspects of so-
ciety, including art.

Technology and art have long shared a connection. Technology has al-
ways offered artists the opportunity to explore new concepts and materials,
broadening our understanding of the nature of a work of art. In contempo-
rary society, ruled by new technology, this is truer than ever. Technology
shapes the way we read and interpret concepts, thereby influencing the way
artists perceive the world and present their works of art. It also informs the
public’s reception of the artwork itself.

Transgression and art also share a long history. The word transgression
is usually meant in its general sense, which is traditionally defined as a vio-
lation of limits. As a consequence, transgression in art is generally identified
as an act that breaks the rules of art. However, the meaning of the word
transgression goes beyond merely breaking the rules. It also means to in-
fringe, which is the act of investigating the politics that underpin a specific
society, and questioning the ethical ground on which they stand. This adds
complexity to the issue, which interests not only society as a whole, but also
individual subjectivity. This aspect of transgression has been largely inves-
tigated in relation to an artistic trend that emerged in the late 1980s, and
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which grouped a range of different art practices under the general umbrella
term transgressive art?. The term typically identifies contemporary art prac-
tices that shock, and challenge common sense and conventional moral be-
liefs. In short, transgression means to question the status of a work of art by
embracing aestheticism, morality, ethics and style. In this way, concepts are
re-evaluated and innovation is prompted.

Both technology and transgression, as we will see, work to redefine im-
posed social limits in order to broaden the understanding of specific con-
cepts. Their intertwined roles prevent stagnation, including in the art world.
The emergence of new technologies in the 1990s contributed to deepening
their interrelatedness. The massive diffusion of the internet, digital cameras
and mobile phones radically influenced the way we communicate and share
information. According to Hans van Maanen art was also highly informed by
the fact that:

electronic technology in general and digital developments in
particular have changed the processes of production, distribu-
tion and reception of the arts and, as a consequence, strongly in-
fluenced the structures that condition these processes as wells.

Although new technologies have informed all aspects of artistic devel-
opment, for the purposes of this essay [ will focus on how the relationship
between new technologies and transgression has prevented stagnation in
contemporary art. I will argue that new technologies broke down the bound-
aries between private and public and undermined the very concept of trans-
gression, which, being context-related, is bound to time and space. This phe-

2 See for example: A. Julius, Transgressions: The Offences of Art, Chicago: University of Chicago
Press 2002; K. Cashell, Aftershock: The Ethics of Contemporary Transgressive Art. London: L. B.
Tauris 2009.

3 H. van Maanen, How To Study Art Worlds On The Societal Functioning Of Aesthetic Values
Amsterdam: Amsterdam University Press 2009.
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nomenon, | will argue, inspired a renegotiation of the function of transgres-
sion in society and, as a consequence, influenced the way transgression is
conceived in art.

In order to illustrate that, [ will first outline the main ideas connected to
the concept of transgression, considering some interesting points made by
Chris Jenks and John Jervis4. The main characteristics identified in the defi-
nition of the term “transgression” will then be used to explain the relation
between technology and transgression in art. I will then highlight how the
emergence of new technologies in the 1990s influenced the perception of
the concept of transgression in western society. Drawing on Kirsten Mey’s
Art and Obscenity, | will outline how new technology can be interpreted in
relation to the concept of transgression in contemporary art by explaining
how their bond prevents stagnations.

Transgression. One of the more useful contributions to the debate on the
meaning of transgression is Chris Jenks' book, Transgression. Two basic ar-
guments highlighted by Jenks are worth exploring. First, transgression is a
social fact and therefore context-dependent: “To transgress is to go beyond
the bounds or limits set by a commandment or law or convention, it is to
violate or infringe6.” As Jenks notes, the meaning of a transgressive act re-
sides in the context of the act's reception rather than in the intention of the
actor. Moreover, in order to understand transgression, it is necessary to es-
tablish the boundaries that are to be transgressed, and this obviously in-
volves understanding the wider society and its complexity. According to Jer-
vis, transgression is a feature of modern society that emerged with its for-
mation by the middle of the nineteenth century. According to the author,
modern society emerged as a contrast to an unacceptable “other”, a process

4 C. Jenks, Transgression. London: Routledge 2003; ]. Jervis, Transgressive the Modern: Explo-
ration in the Western Experience of Otherness. Oxford: Blackwell Publisher 1999.

5K. Mey, Art and obscenity. London: Tauris 2007.

6C. Jenks, Transgression, 2.
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of exclusion, which necessarily determinates boundaries (which are the lim-
its needed to identify one in contrast with an “other”). This process, accord-
ingto Jervis, provided the seed for transgression to develop. In Jervis’ words:

The period to concentrate on is surely that from around the mid
eighteenth century, when modern notions of selfhood had be-
come widely established [...]. The folk culture of everyday life
was transformed and disciplined, and new body-focused norms
of behaviour and taboo evolved, since these provide the raw ma-
terial out of which modern structures of self and other are con-
stituted, along with the memories, fantasies and cultural forms
that would constitute the key resources for transgression and
would leave their legacy in debates on “popular culture” even in
our own time?.

Transgression developed alongside the evolution of society. Therefore,
in contemporary society, which is characterized by uncertainty and flu, it
is problematic to know the “collective order” of things, meaning the periph-
ery and the centre of society. This state of uncertainty, which according to
Jenks is heightened by the post-modern era, has shifted the debate on social
boundaries from the periphery to the centre. If peripheral ideas such as rad-
ical political thought or avant-garde movements could in the past have been
identified as transgressive in that they are in opposition to the centre, now
these limits are so blurred that they deny any comparison. As a consequence,
the determination of what is transgressive is less clear and it opens up a de-
gree of ambiguity that has never occurred before.

On defining the role of transgression in modern society, Jervis points out
that it is not simply a matter of violating the limits, but also of investigating
what those limits imply. Transgression is:

not simply a reversal, a mechanical inversion of an existing or-
der it opposes. Transgression, unlike reversal and opposition,

7C. Jenks, Transgression, 7.

37



involves hybridization, the mixing of categories and questioning
of the boundaries that separate categories. It is not in itself sub-
version; it is not an overt and deliberate challenge to the status
quo. What it does do, though, is implicitly interrogate the law,
pointing not just to the specific, and frequently arbitrary, mech-
anisms of power on which it rests - despite its universalizing
pretensions - but also to its complicity, its involvements in what
it prohibitss.

In contemporary western society, therefore, where limits seem impos-
sible to find, the aim of transgression is not only to commit a violation, but
also to investigate the limits that are being violated. The act of transgression
also unveils the politics that link together transgression, limits and the
mechanisms of power that are being called into question. This, I believe,
means to enlarge the social function of transgression to a more theoretical
level. An act of transgression is not only a subversive one that pushes the
limits it questions, but also one that offers new perspectives on specific lim-
its and on the social mechanisms that rule them. New technology has en-
riched the ways in which this investigation is possible. On this, I will return
later.

A third important point that Jenks makes describes transgression in
more personal terms. He reckons that “limits to behaviour are always per-
sonal responses to moral imperatives that stem from the inside®.” Jenks con-
tends that:

Constraint is a constant experience in our action, it needs to be
to render us social. Interestingly enough, however, the limits to
our experience and the taboos that police them are never simply
imposed from the outside; rather, limits to behaviour are always

8]. Jervis, Transgressive the Modern, 3.
9 C.Jenks, Transgression, 7.
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personal responses to moral imperatives that stem from the in-
side. This means that any limit on conduct carries with it an in-
tense relationship with the desire to transgress that limit19.

I believe that transgression goes beyond the social sphere to encompass
the personal one. Our identity as individuals comes from a process of exclu-
sion that calls into question our personal limits. This issue though would
need a further investigation, which is beyond the scope of this paper. What
is important to highlight is that transgression is connected to society, but it
is also relevant to the formation of our personal identity. The process that
leads to the formation of an individual identity is determined by the exclu-
sion of the Other and by the pushing of personal limits. Anthony Julius makes
an important contribution to the definition of an individual social identity
with what he calls ethical imperatives. These are mores and conventions that
stem from feelings, instincts, symbolic violations, and fears that are not part
of that sense of obligation we have towards “others”, and that are therefore
not influenced by morality and legality. They are linked to the society from
which they emerged, and can therefore change according to context and sub-
ject. Ethical imperatives become part of our inner subjectivity, which is de-
fined by a process of exclusion. This process implies the questioning of our
limits and therefore calls into question our ethical imperatives through the
politics of transgression!?.

To summarize, transgression is related to society and therefore context
dependent. It is generally identified by an act that violates limits. Transgres-
sion, though, goes beyond mere subversion, and investigates the limits and
the politics involved in the act itself. Moreover, it is not only related to soci-
ety as a whole, but also to the personal sphere of the individual.

10 C. Jenks, Transgression, 7.
110n ethical imperative see: A. Julius, Transgressions.
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Transgression, new technology and art. Recently, the concept of trans-
gression in art has been at the centre of a debate that has produced a large
gamut of literature. So far, authors such as Anthony Julius, Kieran Cashell
and Stephen Dubin, have focused on formal and ethical issues!2. Transgres-
sion has been identified in works that violate the rules of art rules and of
moral and religious concerns!3. But until now there has been little interest
in the relationship between technology and transgression. Moreover, the
emergence of new technologies has been either ignored or confused with
transgressionl4.

To better explain the issue I will start by defining and outlining the im-
pact of technology on the art that breaks art’s rules. I will then move on to
the ethical dimension to consider the shift caused by new technology in the
perception of transgression in art.

To infringe the rules of art is to break with the ways in which art pro-
duction and display are codified. This rupture is a transgressive act in the
way it forces one to re-consider the definition of art, renovating its concept.
Through the subversion of existing boundaries, transgression establishes
new limits.

For example, the revolution made by Impressionism was encouraged by
diverse technological instruments. The collapsible easel and the introduc-
tion of premixed paintin lead tubes permitted an easier way to work en plein

12 See for exemple: S. C. Dubin, Arresting Images: Impolitic Art and Uncivil Actions. New York:
Routledge 1992.

13 Julius categorization transgressive art into three types. An art that breaks established art
rules; an art that breaks taboos and an art that challenges the rules of the State. The first is
mainly direct toward the art itself, the second is an attack against the public beliefs and sen-
timents, while the latter is politically engaged “tied to the politics of the maker (artist)” (112).
A work of transgressive art can entail all the three different types, although according to Jul-
ius the taboos-breaker art has a prominence role in the history of the aesthetic of transgres-
sion.

14 T. Gournelos & D. ]. Gunkel, Transgression 2.0: Media, Culture, and the Politics of a Digital
Age. New York: The Continuum International Publishing Group 2011.
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air. Improvement of the brush along with the development of the ferrule al-
lowed artists to enlarge the effects of their brushstrokes. It became easier
for artists to apply short, thick strokes to the canvas, which is a typical im-
pressionist technique. The rupture with tradition was achieved thanks to the
development of technology, which enabled artists to experiment and further
develop their research on rendering natural light. This revolution drew not
only on artistic techniques, but also on the subversion of the rules governing
subjects, which were codified by the Academy of art. The technology used
by the artists doesn’t imply transgression nor is it proof of the transgressive
feature of their works. It is rather the ways artist were informed by technol-
ogy and the ways they used it that lead to transgressions against the im-
posed canon. From this point of view, technology, | argue, has constantly
provided art with new tools to experiment, contributing to the renovation
of the artlandscape. The revolution though, is perpetuated by transgression
that totally subverts existing conditions.

To clarify this point I will consider Marcel Duchamp’s Fountain (1917).
This work offers the opportunity to better explain the difference between
innovation as achieved by technique, and revolution as achieved by trans-
gression. Fountain is an act of transgression that totally broke with the tra-
ditional concept of art of the time, subverting past art practices and tradi-
tional theoretical approaches to art. As Peter Biirger and many others have
since recognised, Duchamp’s work was not merely about advancing the for-
mal boundaries of art, but was also an inquiry into the institutional frame-
work of art!s. It opened up the art world to an experimentation that had
never occurred before, not only in terms of materials used, but also in terms
of concepts and definitions. Focusing on the specific category of transgres-
sive art that breaks the rules of art, we can say that technology and its con-

15 See P. Blirger, Theory of the Avant-Garde. Torino: Bollati Boringhieri 1990.
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stant development has permitted us to explore the implications of Du-
champ’s transgressive act. In other words, although the radicalism of Du-
champ may no longer be possible, technology has provided those tools with
which we can investigate any implications of this act of transgression. Since
then, up to recent times, technology has always been a sure and constant
form of innovation in the art world. The introduction of consumer video
technology into the field in the late 1960s - by artists such as Nam June Paik,
Bruce Nauman, Andy Warhol, Vito Acconci and John Baldessari - can be an
exemplification of that. Video became a cheap and handy tool to document
performances, facilitating the circulation of art works and thereby favouring
access to these works. Video art has introduced an aesthetic of moving im-
ages that has kept evolving in tandem with technological development. For
example, the physical presence of video encourages the re-definition of au-
dience space and of the gradual rise in public interactivity. The development
of video along with technology improvements does not determine trans-
gression but rather stretches the boundaries that Duchamp’s Fountain rede-
fined. The point here is not to subvert them but to investigate the manifold
perspectives that the “original” transgression has released. Transgression
that breaks art rules is not a fully formed experience, for technology still has
the ability to explore the implication underpinned by it. Technology will
keep evolving, influencing the making of art, and fostering innovative ways
of transmitting and perceiving art works. Technology improvements, how-
ever, should not be considered revolutionary and confused with transgres-
sion.

An even more complex issue is transgression in art related to moral and
religious concerns. Although this relationship is no different from the previ-
ous one, its connection with society and the ways transgression is perceived
within it play an important role in defining it. In a similar fashion to the
transgression that breaks art rules, art has employed technology to break
ethical boundaries. Once again, we can recall the introduction of video in art
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as exemplification of that. This was initially conceived as neutral territory
able to explore the emerging counterculture as opposed to the mainstream.
Artists, especially feminist artists, made widespread use of video, exploiting
its potentiality, investigating issues on identity, gender, and minorities, and
mirroring the social problems at stake in that period. Valie Export, Joan Jo-
nas, Hanna Wilke Martha Rosler were among the first to adopt video in their
art. Many feminist artists, in fact, consider video to be free from the male-
dominated canon, and as with performance, they feel it is unchartered terri-
tory in which feminist artists can experiment. Video became an important
instrument also because it allowed artists to record performances, which
was a real act of transgression. Through the use of video, moral taboos on
women were questioned and displayed publically. Ethical implications re-
garding transgression in art were then subjected to social transformations
while the norms governing art rule violations were opened up to higher de-
grees of ambiguity. The link between transgression, technology and art in
the field of ethical concerns became more and more complex as society de-
veloped. A turning point for understanding their relationship happened in
the 1990s. The shift from imperial to global capitalism fostered the emer-
gence of social conflicts (related to, among other things, the rights and rep-
resentation of women and sexual and ethnic minorities, and post-colonial
concerns). The process of culture commodification increased alongside this
phenomenon, and the emergence of new technologies informed social iden-
tity even more than beforel6. In the 1990s Tim Berners-Lee first tested by

16 A large literature analyses this phenomenon of culture commodification since the text of
Guy Debord’s Society of the Spectacle in 1967. The author famously referred to a society char-
acterized by the replacement of real life with its representation. The spectacle has inverted
the values of society, he argued, and the relationship between people, mediated by images,
take place inside a fake perspective. In similar fashion Jean Baudrillard claimed that since the
1950s western societies have led to a state of hyper-realism, in which the very distinction
between truth and falsity has lost its meaning. Society has relied so heavily on the represen-
tations of the real that it lost the ability to discriminate between what is real and what it is
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its internet, at CERN?Y’. Digital cameras became commercially available and
the functionality of mobile phones was dramatically increased. New technol-
ogies also informed communications and had an impact on art and the ways
artists produce, diffuse, promote, and sell their work. Kerstin Mey’s book,
Art and Obscenity, gives an interesting contribution to the debate!8. The au-
thor investigates the concept of obscenity as related to contemporary art,
taking into consideration the complex context in which it operates. The text
is of interest here because Mey gives particular importance to new technol-
ogy, which influences the perception of how messages are transmitted
through art. She contends that as a consequence of new technologies, “the
boundaries between the private and the public that lie at the bottom of bour-
geois society have been increasingly blurred and eroded, and pose a chal-
lenge for existing moral codes and legislative frameworks19.”

This means that society’s complexity has increased to the point where
legal and moral norms have become blurred, making transgression even
more difficult to identify. Transgression is context-related, and necessarily
determined by time and the space, but the advent of the internet has
changed the very concept of that space and time. The same video can be
watched in different parts of the world, by different audiences, and at differ-
ent times. The message transmitted by video can, theoretically, be perceived
and interpreted in manifold ways. A community does not have to individu-
alize transgression anymore because the internet is not a place where com-
munities can form a common identity. The perception of transgression in
western society has therefore shifted to a more personal sphere. This also

not. The result is that we live in a simulacrum of the real images mediated by media and con-
sumerism. For a general account on consumer culture as related to Postmodernism see: M.
Featherstone, Consumer Culture and Postmodernism. London: Sage 1991.

17 See: T. Berners-Lee, Weaving the Web: The Past, Present and Future of the World Wide Web
by its Inventor. London: Orion Business Books 1999.

18 K. Mey, Art and Obscenity. London: Tauris 2007.

19K. Mey, Art and Obscenity, 157.
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implies a need to redefine the link between transgression, technology and
art. Once again, Mey offers an interesting perspective on the problem. She
highlights the role of art in the emergence of new technology and the com-
plexity of contemporary society:

Art, as a vibrant, invigorating and broad arena of experimenta-
tion, play and projection, has a crucial function in scrutinising
this interface, testing and redefining its parameters and,
significantly, unveiling their cultural and political functions. [...]
Galvanised by the immense mobility and fluidity of images
across different cultural domains, art is informed by and con-
verges with other forms of meaning making and pragmatic pur-
poses. Determined by the actual context(s) in which the artwork
is situated, the dynamic settings of its production, circulation
and consumption, it is read and understood in different ways by
different viewers at different times?29.

Mey contends that new technologies have influenced art to make it more
connected (often to the point of merging) to other forms of meaning. This
interconnectivity does not diminish its power to investigate and redefine so-
cial issues, but aims to unveil the cultural and political functions on which it
rests. It has broadened the ways in which art can analyse and even prompt
this interconnectivity, for it can be “read and understood in different ways
by different viewers at different times”. Transgression has been influenced
by new technologies in a similar fashion. The impact of new technologies on
the concept of transgression has changed the way transgression has been
perceived by the public and the way artists can conduct their work. It is pre-
cisely the fluidity deriving from new technologies that has permitted this
development. In a defined context, transgressive behaviour is an act that, in
violating its norms, affirms its rules. At the same time, it can interrogate es-
tablished limits to subvert norms and prevent stagnation. Once boundaries

20K. Mey, Art and Obscenity, 158.
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are subverted, and order re-established, technology can provide artists with
new tools to explore the possibilities inside that new context. New technol-
ogies re-negotiate the concept of transgression itself, which is no longer lim-
ited to a precise place and time (context). The same act can be interpreted
in different ways, by diverse viewers and in different times. A work of art is
no longer perceived universally, but individually.

This situation challenges the work of the researcher but also offers new
perspectives to investigate. From one hand, technology provides a constant
innovation of the ways a work of art is created, distributed and receipted.

This means that artists can use new media but also that new communi-
cation channels are available for artists and viewers. It also implies new
business models for artists and a new experience for viewers. From the
other hand, technology shifted the discourse of transgression to a more in-
dividual sphere, renegotiating concepts such as social limits, moral impera-
tives and the idea of identity as context-related. As a consequence, the artists
confront with new concepts to explore throughout the many tools offered
by technology. Moreover researchers constantly produces new theoretical
tools in order to understand those opportunities. It is precisely in this way,
that technology and transgression prevent stagnation in contemporary art.
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Evpumiéng Zavtiéng

BwpoAoyieg kat aBupootouio otov Aaiko
AoyoTeXVIKO Adyo TS Kumpou:
«To médAlwpav» Tov BaoiAn MiyanAidn wg
ELKAOTIKY) EYKATAOTAO

[E0voym] O Aaikdg Aoyoteyvikdg Adyos s Kdmpou oupmephapBavel cuAAoyég amd «puAiw-
pévay TPayoLSLH/GTXOUPYNLATA YPAUUEVA GTNV KUTIPLaKY] SIGAEKTO, Ta oTrola Tiparypatevo-
vtat Bépata tapmov, Kupiwg oefovadikol Teplexopévou. Xapaktnpilovtat wg adupdotopa kot
UTIAWVIKTIKA, @OV gival TA0VOLA G€ ACENVES TIPOTQWVICELS KL aBUPOCTONIEG TTOV VTTOSNAW-
Vouv, ouxva, intpata ggovoiag kat Svaung avapeoa ota SUo @UAA. Aounpéva oty WSLwpa-
TIKI] KUTIPLOKT] KOUATOUPAQ, TA OTLXOUPYNHATA QUTE TIPpooeYYifouv aAAnyopikd Ta avBpomiva
YEVWNTIKA Opyava, Yo va oatipioovy Bépata g kabnuepvotntag 1 va Biouv TIG EpwTIKES
amto8O0ELS KL TOUG KOWVWVIKOUG POAOUG HETAED avSpmV KL YUVALK®V.

ZKOTIOG TNG TTAPOVOAG HEAETNG VAL VX TIAPOVCLAGEL KAL VO GXOALACEL TNV EIKATTIKI ATIO-
Soon tou Tonjpatog Tov BaciAn MyanAidn «To téAiwpav tou BidAov pe tov movttovs (1916).
H eikaotikn andéSoon tou tompatog (E. Zavtidng, 2004) mtapovotaotnke to 2004 otnv ykaAepi
Aldtomog ot Agukwola, ota mAaiowx opadikng ékBeong pe O¢pua “Gender Explorations”. To moi-
NUa a@opd otnv TaAN/StdAoyo petagd Tov avdpikov popiov (BiAAov) kat Tou yuvaikeiov at-
Soiov (TTovTTOV): TNV APXT) TOU TIOUHATOG KUPLApXEL EvTova 0 avEpLopdg KaL 1) TIPOGTaYT| Yl
UTIOTAY1] TOU YUVALKEIOU (PUAOV, EVM 0T CUVEXELX TO aL80oio Sev SLoTAlEL va ek@paoTEel €§ilcou
abupdoTopa pe To av8piko popLo kat va avadeyBel katd ToAD avwTtepd Tov, Kepdilovtag oto
TELOG TN «pdym». O B. MiyanAibng évtexva kat pebodikad avurmvel To yuvaikeio @UAo, Tpoodi-
Sovtdg Tou cUVSNAWTIKG Kupiapxo podAo ot oegovaAikdoTTa. [lapovoialet T yuvaika wg &-
vepyn Kot GCUUPBOAKE GUUUETOXT) OTNV KOWWVIN, THPA TO YEYOVOS OTL, OTAV YPAPTNKE TO OVL-
YKEKPLUEVO TIOM U, ETIKPATOVOE TO KATEGTNLEVO TG TATPLAPYLKNG KOWWViaG.

IV €KAotk amddoon, 5U0 oTPATIEG ATIO TAAGTIKOUG GTPATLWTEG HAXOVTAL, CUVOSEV-
Opeveg amo §V0 «TOAEKESG unxavéey. H TpwTn elval kataokevaopévn amd TAAoTIKA Youpou-
VIO/GTPATIWOTES KL EXEL TO OXNULA TOU avSpLKoU popiov, eve 1 8e0TePT ATO TTAACTIKEG XYEAd-
8eG/0TPATIITES Kot EYEL TO OXMA TOU Yuvaikeiov atdolov. H «paym» e€ediooetal oto é8agog,
EVW, YL VO OAOKAT pwBOEl TO concept/OKEMTLKO, YIVETAL TAVTOXPOVT TTPOBOAT] TUTIOYPAPLKNIG -
TO500MG TOV TOUHATOG OTNV EYKATAOTAOT). Ol SLAKEPEVIKEG AVAPOPEG OE YAWOOIKA UNVU-
HaTa, OTWS, Yl TUPASELYHA, «GOBWIOTIKO-YOUpoUVLy Kol «Xaln-ayeAdSo», avaTpémovTol
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HECW TNG AVAYVWOTG TOU KELLEVOU IOV TIPOBAAAETAL 0T AVTIKEILEVA.
IV Tapovoa HEAETN TpoTeiveTAL T TTApovoia TOV BewpnTikoV TAatsiov, KaBwWG KaL M gv-
voloAoyikr] Stadikacia kat avdAvoT TG ELKAOTIKNG EYKATACTAOTG.

[A€Eerlg kAerSuLd] abupooTtopia, oTiXOLPYHUATA, ISIWHUATIKAG AGYOG, EKACTIKY aTdSoon

Evripides Zantides

Profanity and obscenity in the vernacular literary
texts of Cyprus:
Vasilis Michaelides’ To Palioman (The
struggle) /médAiwpav as a mixed media installation

[Abstract] The vernacular literary texts of Cyprus includes collections of “millo-
mena/puAdwpéva” songs, that is, verses written in the Cypriot dialect, dealing with issues of
taboo around sexual content. They are characterised as obscene and allusive because they
are rich in immodest forms of address and in a bawdiness that often puts forward issues of
power and dynamics between genders. Constructed in the idiomatic Cypriot culture, these
verses access the human genitals through allegory in order to parody everyday issues and
challenge the sexual performances and social roles between women and men.

The purpose of this paper is to present and make commentary on the mixed media in-
stallation of the poem, “To palioman tou villou me ton poutton”/«To Tt&Atwpav tov BiAdov pe
Tov movttov» (1916) by Vasilis Michaelides. This mixed media installation (E. Zantides,
2004) was part of a group exhibition titled, “Gender Explorations” at Diatopos gallery, Nicosia
in 2004. The poem details a struggle/dialogue between the penis (villos/Bi{AAog) and the
vagina (pouttos/mouttov): as the poem opens, the masculine dominates in its demand to sub-
ordinate the female gender, later on, though, the vagina doesn’t falter from being expressive
in an equally lewd way as the penis, finally reaching a more superior state and thus, winning
the “struggle”. V. Michaelides, artfully and methodically elevates the female gender, bestow-
ing it with a nuanced powerful role in sexuality. He depicts women as active and partaking
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symbolically in society, even if the society in which the poem was written had already estab-
lished its patriarchy.

In this mixed media installation, two armies of plastic toy soldiers are in battle, as they
accompany two “war machines”. The first is made of plastic pigs and has the shape of a penis,
while the second is from plastic cows and bears the form of the vulva. The “battle/struggle”
unfolds on the floor and, at the same time, to complete the concept, there is a projection of
the poem'’s printed words on the installation. The intertextual references to other linguistic
messages, like “chauvinist-pig” and “silly cow” are subverted through a reading of the text
that is displayed on the art objects. In this paper, a theoretical framework and a conceptual
process and analysis of the art installation is proposed.

[Keywords] obscenity, sexual verses, vernacular texts, mixed media installation

wpoAoxieg kat aBupootopia. Akdpa Kot 0Tn cVYXPOVn KOWwvia Tou

OMNUEPQ, N avaPOpPA Kal uovo o€ Bwporoxies kat aBupootopieg Sev yi-
VETaL amodekTn e evkoAia. H BwpoAoyia elvat cuvwvupn pe  xpron aoe-
VWV 1) VBPLOTIKWVY AEEewV 1] PPAcEwY, v 1 aBupooTopiar onpaivel €k-
ppaon ayopalia, atoxpn, xudaia, TTov yla KATolovg pmopei va eivat tpos SAn-
k1. Ot Bwpoldoxies kot ot aBupooTtopies ek@palovtav SlaxpoviKA&, ocLVT-
BwG IBLWTIKA, AL KAl 0€ KATIOLEG TIEPITITWOELS SNUOOLA, Aol amevdivo-
VTAL 0€ AAAOVG ATTOBEKTEG HECW TIPOPOPLKOV 1) YpaTTo AdYou. ‘OTlwe ava-
PEPEL KL 0 AUEPIKAVOS Aaoypa@og G. Legman otov tpoAoyo tou BiffAlov
™6 Mapiag KoukovAé NeoeAdnviky) aBupootouia, Tapa TV amA®s XLOUHO-
PLOTIK] KL TIPOPOPLKT] AVTL-EE0VCLAOTIKY €EEYEPOT] TIOU EKQPPATETAL UE
OUTA T IO UATA, O KOLE TIEPITITWOT €V OewpolvTal KAOWOTPETEL, OVTE
KOV TIPaSEKTA, TOPA PHOVO GTO TIVEUUA EVOG QVOLKTOAOYOU XLOUHOP — KL
auTO POVO PETAED TIOAV OTEVWOV QIAWV.

Ot BwpoAoxies paptupolvtal Ao TA TAVAPYALA XPOVIX HECA ATIO V-
Boug, oupPoAQ, TEAETEG KAL YPATITEG HapTLUPLES. ZVH@wVA e Tov Bepéttal,
€xouv kataypa@el amd v apyxaldTTA Ta Aeydpueva Bpwpdioya — «KoKd

1 M. Bepéttag, Ta fpwudroya twv apyaiwv EAAvov: Apxales yudatdtnTes, TPOooTUYLES Kal
Bwuoloyies. PoSog: Exdooeis Bepétta 2007.
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AGYLO» YA AVEPAGTOUS KAL CEUVOTLPOVE — TIOV ATTOTEAOVCAV AVATIOGTIACTO
UEPOG TOV KaBnuepvol Ae€ldoyiov, éva TTOAVTIUO HEGO EKTOVWOTNG ATIO TO
Aayxog tNnG PLOTAANG Kal eV TEAEL Eval KOPUATL TNG {wn¢. AKOUN £va Tapd-
Setypa amoteAel n Aatpeia ¢ Beds Tov Epwta, g A@poditng, Tov evto-
mileto oV HaAaimago g Kompov. Mépog Twv TeAeTwV Aatpeiag TG 1-
TV KoL 1 LEpT) TTOpVELa, SNAadN 1 POy UKot CAPKIKT) ETLOPT] YUVALK®OV |IE
EEvoug péoa 6Tov vao, a@ov oL TEAEVTAiOL ES5Vav TOV 0OAG TOUG ETIKAAOV-
LEVOL TO Gvopa NG Bedg?.

H Aatpeia Tou @aAlov kal yevikd ol fwpoAoyieg Slamépacay TovV XpoOvo
KOl EKQ@PACTNKAV TNV kKabnuepwn (w1 Twv vedtepwv EAMvwy, kupilwg
uéoa amd £0a Kol Adikd Spwpeva, OTws ta KapvaBdila. Ta yapotpa-
youda, yx mapdderyua, tav SNUOTIKA TPayoLdla YEUATA AT AGEUVOUG
oTixovug, cuVNBWG GEEOVAALKOV TIEPLEXOUEVOV, AAAL OXL ATIOKAELGTIKA, TA O-
Tola Katd To €010 Tpayoudlovvtayv Katd Tig amokples. H iotopia toug &e-
K& ato Ta BAdn TwV almveyv, Ve TO TOAUN PO TIEPLEXOUEVO TOUG EVOXANOE
TOALTIKOUG Kol Bp1oKEVTIKOUG NYETEG AVA TOUG QLWVEG, TOOO YloL TNV €K-
(POPA TOV ATIAYOPEVUEVOL BEUATOG TNG GEEOVAALKOTNTAG, OGO KL YL TO O~
Vapxkd Toug TIvevpa kot v abupootopia Toug, ov £Bale wg 6TOXO, TNV
efovaia Kal TOUG KPATOUVTEG. ZexwploTh €01 AVAUECA OTIS ATIOKPLATIKES
TEAETOVPYIEG KATAAAUPBAVOUY TA QUAAKAE TPAYOLSLA, TPAYOUSLX YOVLIIIKA,
Tov €€opkifouv To KakoO Kal {nTovv va viknoovv tov Bavato. To afloonpei-
WTO, WOTHOOO, elva OTL e TNV eEAevBepooTopia YOpw aTtd TNV EPWTIKY TIPALN
ap@oBntolv, YEVIKE, TOV KOWVWVIKO «<KABWOTPETIOUO» KAL TNV VTTOKPLoias3.

2 A. lamaAgovtiov & 2. Appootis (épevva-empédela), MuAMwuéva kat apolonta tng Kompou.
Aevkwolia: Ex66oeig HAla Emupaviov 2014.

3 M. MyanA-Aéde, To dosuvo-aviepo-ufploTikd aTo EAANVIKO SNUOTLKO TpayoUdt. ABnva: di-
Aot 1991.
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0 I'. BapBouvng atov tpoAoyo tov BiAiov Twv [MamaAeovtiov kol Ap-
noo™ MuAdwuéva kat aporonta tne Kumpov (12-13), ava@épel twgs «Ta -
AevBepooTopa €181 TOU £vTEXVOU AdTKOU A0YOU £5LVaV 6TOUG avBp®TOUS TN
SuVATOTNTA VAL LIATIOOUV VLA TIPAYLOTA, KATAOTAGELG KL AELTOUPYIEG TIOU 1)
TPEYOVOA KOWWVIKN NOLKN BEwPOVOE ATTAYOPEVUEVA...» KL YL QUTOV TOV
AOYO @AIVETAL VO «AEYOVTUL KATA KAVOVX GE GUVTPOPLEG YUVALKWOV KALVEWYV,
akpLB®S SnAad1 ekeivwV TTOL ATTOTEAOVOAV TOUG TILO OPATOVG GTOXOUG TWV
TOKIAWVY NO KWV amayopeloewv Kal SeaUENTEWY TNG AYPOTO-KTNVOTPOPL-
KNG KOWwviag». e YEVIKES YPAUUES, ol Bwpodoxies kat 1 aBupooTopia K-
TATACGOVTAL EE 0PLOUOV WG DEUATIKEG TAUTIOV, EQOCOV TO TIEPLEXOUEVO TOUG
ek@palel “amayopevpévn” Bepatoloyia, n omoia Sev elval TOALITIOUIKA ATTO-
SekTn e eukoAia.

01 SUCKOALEG, PUOLKA, NTOV AKOUT TIEPLOTOTEPES OE TIEPLTITWOELS YUVAL-
KWV, ylatl mbavotata n yuvalkeia abBupootopia Sev tav (koL o0TE Kot o1)-
nepa eivat) cuvnBiopévn. 0 ZafPag MavAov ava@EpPeL 0TV TPOCWTILKI] TOV
lotooeAiba:

Katd tnv mepiodo tou 1955-59 6T0UG YAUOUG YIVOTAV KATIOTE
Kol ToUTOo: ‘OTav £@evye 0 TOAUG KOGUOG KL EUEVE O GTEVOG KU-
KAOG TWV OLKOYEVELWV TIOV TIAVTPELAV TA TALSLA TOUG, KATIOLOL
Eebappevay Kot ApyLlav KATOTE TA TPAYOUSLA TOU y®VA Kal,
omaviwg, Ta aBupootopa. [...] Ta aBupodoTOUA KL €OV (PWVYNTA»
TO HEAETNOAV KAl TO UEAETOUV oLVIIBWG OL AVTIPEG, IOV KATA-
yp&@ouv 10N kat cuviBeleg TOL avTplkoy TANOLVGHOV, TOV O-
To{0 yvwpilouv KaADTEPA KAL LLE TOV 0TI0L0 GV TOVV TILO EVKOAX
KOl £TOL EKSITAWOVOVTOL KAAUTEPA OL UVTUES KAl Ta Std@popa
OTOlYElN KAl ATIOTUTIWVOVTAL Ol EKPUOTNPEVTELS. ‘OUWG, KL YiA
TO B[ AUTO, TIPETIEL VAL CUVUTIOAOYIGOVLE KAL T YUVALKEIX G-
VELoPOoPA. OL LEAETNTEG TWV ABUVPOCGTOUWY, OTIWG ElTTANE OXESOV
OA0L AVTPES, BEV UTTOPOVV VA TIPOCTIEAAGOUV TOV XWPO AUTOV TNG
yuvaikeiog katdBeong. Ki 0pwg, oTig yuvailkeieg mapéeg, ota vu-
XTEPLA TWV YUVALK®OV Y1 SLAPOPESG SOVAELES, GTIG CLUVAVACTPO-
(PEG TOUG OTLG SLAPOPES AYPOTOTIOLUEVIKEG AOXOALES, LTI PXE KoL
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N €K@paoT Twv yuvalkeinwv abupdotopwv4.

H BwpoAoyia, 6pws, mEpace Kal aTov ypamto Adyo kat tn Aoyotexvia. [Ma-
padelypata vapxouv MAOVGLH ATO TNV ETOXT) TOU ApPLOTO@AVT HEXPL KL
ToV KUTIpLo €Bviko ot BaoiAn MyanAidn, og €pyo Tov omoiov Bacifetal
N TapoVoo KAAALTEXVIKT eyKataotaon. Ta aBupdotopa g Kompov kata-
TAVOVTaL PE BEuaTta OTIwG 1) EKPPAOT) TOV 0EEOVAALKOV EVATIKTOU KOl TOU
olotpov, n &N oM ToL EAAAOY, 0 TTOBOG Yl GUVEVPEDT] UE TO GAAD PUAO,
1 UOVIX TIAAT AVAUECA GTO AVTPLKO KAL GTO YUVALKELD YEVVITIKO Opyavo,
XWPIG va AEITTOVV KAL TX WUA GEEOVAALKA TIELPAYHOTA KOl UTTOVOOUEVA JLE-
Ta L TV AVTPWVS.

H awwvia éAn petadd Twv §0o opydvwv/@eUAwV amoTéAECE KaL TV €-
UTIVELOT) YL TO To(npa Tov BaoiAn MyanAién «To maAiwpav tou BiAdov pe
TOV TIOUTTOV», TO OTIO(0 TIAPOUCLALETAL OTNV TIAPOVCH HEAETT WG APETN Pl
Y TNV EIKACTIKY EYKATAOTAOT.

0 BaoiAng MyomAidng (1849-1917) éypae moAAG Tompata, eOVIKQ,
AVPIKA KL OOTIPLIKA, € KUTIPLAKT SLAAEKTO QAL Kot o€ kKaBapevovoa, amo
T 0TOlA TO YVWoTOTEPO lval To Tompa «H 9n lovdiov 1821». Mia 181aitepn
TITUXT] TOV €PYOU TOV, OUWG, EVAL KAL TAX «WUAAWUEVO» GTLXOUPYTUATA TOV.
H A8 «puAdwpévar givat kumplakt). MOAAa 6TV KUTIpLaK SLAAEKTO €lvat
To Almog Kot pUAAWHEVOS, TNV KUpLloAeEia, onpaivel aptioipos. ‘Opwg, n
AEEN EXEL KAL UL LETAPOPLKT onpacia, onpalvel ta aBupdoTopa Kal Ta To-
wnpd otiyovpynuata. O MiyomAidng éypae apketd puAAwpéva Tpayoldia,
Kuplwe o€ veapoTeEPN NALKiQ, T 0TIO{X KUKAOPOPOVOAV XELPOYPAPA 1] TIPO-
(POPLKA OTIS avTpoTapEes TS Aepesol) YOpw oto 1880. To mo yvwoto amd
QUTA EvaL TO TPayoUSL «AOAON TOG». AVTIOETA, Y1 TO GUYKEKPLUEVO TTO IO
«To tdALwpav Tov BiAAov pe Tov TOVTTOV», 6T 000 BacileTAL T EKACTIKY

4 X. TMaviov, «EmotoAdn vy 11 yuvaikeia aBupootopio», 07/08/2013,
https://savvaspavlou.wordpress.com/ (mpocfBacn 02/04/2016).
5 A. TlamaAeovtiov & X. Appootig (épevva-emipédeia), MuAwuéva kat apoAonta ths Kvmpov.
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EYKATAOTAGOT), SEV UTIAPXOLV LOLAITEPEG HAPTLPLES Y TNV UTTOSOYT| TOV. O¢-
wpelTal éva oAV aBupdaToUo ToiNUa, To oTtoio aivetal va Ypa@Ke, 1
VO QVTLYPAPTNKE, 01N Agpecd 1o 1916, katd tdoa Bavotnta, and tov Ba-
olAn MiyomAidn. £To GUYKEKPLUEVO TTOMUA, TTEPLYPAPETAL PLX PAYT HETAED
TOV aAVTPLKOU poplov Kot Tov yuvaikeiov atdolov, amd v omoia avaknpvo-
OETAL VIKNTNG TO TEAEVTAIO «YEYOVOG TIOU LTOSEIKVVEL TN OTASLOKY TIO-
POKUN TNG GAPKAG KL TNV UTIOXWPT|OT| TG YEVETNOLOG OPUTIG»E.

H swaotikn anédoomn tov toujpatog. Mes agopun v [aykdéoua Huépa
™¢ lMuvaikag, To Meooyelakd Ivotitovto MeAetwv Kowvwviko dvAov, ot
ouvepyaaia pe to British Council atnv Kimpo, opydvwaoe oty Acukwoia Xu-
védplo pe Bépa “Gender in the Mediterranean: Emerging Discourses and
Practices” amod tig 5 péypt tig 7 Maptiov 2004. Zta mAaiola Tov Zuvedpiov
Slekmepalwdnke, MapaAANAq, elkaoTik] £€xBeon ue Béua  “Gender
Explorations”, Tnv omola emiueAndnke o Avtwvng Aavag, otnyv ykoaAepl Ald-
ToTog ot Agvkwoia, @oevwvtag 8 KaAALTEYveG amd Tig 5 péxpt tig 11
MapTiov.

To €pyo mov mapovolaletat otnv Tapovoa peAET €xet TitAo «To Ia-
Awpav/The Struggle» kat, ekTOG Ao TO PUAAWUEVO-TAUTOU TO MU, 1) KU-
pLOL GNUELOAOYIKT KAl Bewpn Tk TOL TMAaLsiwon Baciletal atnv évvola g
ALUKELLEVIKOTNTAG TOOO GE€ ELKOVIKO OG0 Kol 0€ YAwoolkd emimedo. O 0pog
au TG elonxOn amo v Julia Kristeva 1o 1967 kat agopa o€ kelpeva (YAwo-
OLKA N UM YAWOOKA), Ta oTiola Stapop@wvovTal Pe Baon ava@opés o GAAX
TPOUTIAp)ovTA Kelpeva. 'Eva KAAGIKO SLAKELUEVIKO YAWOGIKO TTHpASelyua,
TO OTIO{0 GUVAVTANUE GUXVA, ElVAL 1] @A0COEIKY SlaTUTIwoN Tou Pevé Nte-
KAPT «ZKEPTOUAL apa VTTApXw» va petatpénetal oe «Exw Facebook, apa
vTtapxw», «Epguvw, apa vmapxw» KA., N akopa kot «Pwvilw, apa v-
TApXw» 6To Yvwaoto épyo Untitled (“I shop therefore I am”) tng Barbara
Kruger.

6 A. [TamoAgovtiov & X. Appootrg (épevva-emipédeia), MuAMwuéva kat apolonta tng Kompou.
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AvtioToa KAl UE TTHPOUOLO TPATIO, EVTOTII{OVE OTIG ELKAGTIKEG TEXVES
v évvola tou Art Appropriation, TAPATNPWOVTAG £PYX VA “OLKELOTIOLOV-
vral’ 1 va “o@etepilovtal’ Kuplws YvwoToUg TivaKeg, aToxelovTag oTny
Tapwdia, TNV elpwveia 1 Tov capkaopod. KAaowko épyo amotelel To dnpovp-
ynua tov Marcel Duchamp L.H.0.0.Q. to 1919, pe to omolo emavamnpoodiopi-
Cetaum epunveia g Mova Aida, 6L LOVO WG TTPOIOVTOG HALIKNG TOUPLOTIKNG
KATAVAAWONG, AAAG KoL WG yuvaikag Tov amEIKOVI(ETAL OTNV TPAYUOTIKO-
™mMTa, COHPWVA PE TN oxedlaoTikn eméufaon tov Duchamp, o omoiog v
oxeblaoe pe HOUOTAKL KOL LOVGOL, G AVTPA.

H AlaKelPeVIKOTNTO O EIKOVIKG unvopata Oo uTtopovoe va XopoKTnpL-
oTel Kol wg éva e(80G OTITIKNG LETAPOPAS, OTIOL §U0 ONUEIR CUYXWVEVOVTAL
EVTEAWG 1] KATIOTE UEPIKWG, HECW AVTIKATACTAOTG, YL VA STLLOVPYT)OOUY
éva véo vBpL8ikd onuelo, To omoio SavelleTal Ao TA CUALVOUEVA TWV OL-
OTATIKWV TOU YLX VX OTLAEEL Eva vOBEeLUEVO, KatvoupyLo Siko Tou. H AN png
QATIOKWSIKOTION O WLAG SLAKELLEVIKNG EQAPLOYTNG EYKELTAL OTN YVWOT] TWV
TIOALTIO LK@V CT|LALVOUEVWY TOU OTUELOV TIOV “TIpwTaywvioTel”, SnAadn av
0 TAPAANTIING 8€V YVwpIleL TIG VONUATOSOTNOELG TNG APYLKA SLATUTIWHEVNG
Hop@NS (YAwookng 1 €lkovikng) Tou onueiov “nyngs” (.. Mova Aia), tote
Sev yivetal avTiAnm n emblwkopevn onpacio. Auto Sev eival amapaitnta
apyNTIKO, KABWG o€ k&Be TePIMTWON TO VONUA S€V XYAVETAL ATAG YIVETOL
QVTIANTITO XWPIG TO YAWGGO-ELKOVIKO TIALYVISL IOV EVOWUATWVEL ZTOV €V-
PEWG SLaSeSOUEVO Kol avayvwpioLo Tivaka aUEPIKAVIKNG TEXVNG Tov 2000
awwva American Gothic, o Grant Wood, amekovi{ovtag éva (euydpL aypoTwy
UTIPOOTA aTo €va aypoTooTito To 1930, Sivel v eukatpia yia Stakelpeve-
KEG AVAPOPES TIOU GUVEEOVTAL LLE TOV AUEPLKAVIKO TPOTIO {wN§ KAL ERPaVi-
Covtal oeteplopol pe Bépata OTwe 1 Opnoxeia, n Slatpo@, N HOVCIKY, N
TIOALTIKY] TOU TIOAE[OV, K.&. AvTioTola, o€ éva dAAo Tapadelyua, To Balloon
Tank tov Hans Hemmert (2007) mapatnpolue Tws n PLatdTnTa TG Korta-
OTPOPLKNG UNXAVNG EVOG TAVK AVALPEITAL KXl YEAOLOTIOLEITAL OTAV «OLYXW-
VEVETAW PE TOAUYXPWUA PTTHAOVLAL.
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EYKaTAOoTOON.

H Siakepevikn mAaloiwon, pe v omola yIivETOL EQIKTOG 0 UVTIXLVLYLOG
KOl 1] TILPATIOUTIN) O€ TIPOUTIAPXOVOES KL OLKE(EG ELKOVEG, LOEEG KAL )XOUG
HEOQ ATIO TIPOTYOUHEVES TIOALTIOUIKEG EUTIELPIES, Elval £V ATTOTEAEOUATIKO
epyaielo yla va TpokAnOel To evla@épov Tou Beatn 1) Tou akpoatr’.

H mpooéyyion aut ivat Tov Kuplapyel kat oty eyKatdotaon tng ma-
POVC UG HEAETNG, EPOCOV UIKPA TTAACTIKA TTAYVISLA, OTIWG OTPATIWTAKIX —
YOUPOUVLX KL AYEAGSEG —, CUYKPOTOUVTAL YLX VX ST|ULOVPYT|OOUV SLOKELLE-
VIKEG QVAPOPES OE OXTUATA KAL (POPLES TIOV YIVOVTAL AVTIANTITESG € ATTOOTA-
0£WG. ZUYKEKPLUEVQA, TO OKETTIKO TOV £pyov £ival Baclopuévo GTNV OTITIKN-
EIKAOTIKT] QVATIOPAGTAOT] TNG LAXTS TIOV TIEPLYPAPETAL GTO TIo{nua Tov Ba-
olAn MyomAidn «To médAwpav Tov BiAdov pe Tov movtTovy, SnAadt o Toa-
KwUOG petad Tou avplkol Hopiov KAl TOL Yuvaikeiov atdolov.

TNV mpooTaBela auTh), SNULOVPYEITAL EIKAGTIKY EYKATACTAON ATIO L
KT& VAIKQ, 6TT0V S0 avtiBeTa e Xpwua A0 ATtd TAXCTIKA OTPATIWTAKLN

7 E. Zantides, “Serial Thought on Everyday Graphic Symbols: The Construction of an Intertex-
tual Visual Orchestra”, in: K. Mastoridis (ed), Proceedings 1st International Conference on Ty-
pography and Visual Communication. Thessaloniki: University of Macedonia Press 2002, 417-
421.
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eloveg [embvw, aplotepd & Se€1d]:
AeTtTOopéPELEG ATIO TNV EIKACTIKY
EYKATAOTAOT LLE TNV TIPOPOAT KELUEVOU.

ouVoSeVoLY, EeXxwPLOTA, Ta SV0 YEVVITIKA 0pYyava, TH OTola Elval Tapatay-
HEVA TO €Va ATIEVAVTL 6TO GAAO yla T Se€aywyn piag paxns. To yuvaikeio
OpYaVOo EvaL OTLOYUEVO ATTO TTAXCTIKEG AYEAASES, EVW TO AvEPLKO aTtd TAQ-
OTIKQ YOUPOUVLY, LLE OKOTIO TN SLAKELUEVIKI] QVAQOPA OE OTEPEATUTIA TIOV
a@opovV ota V0 EUAX — TNG ayeAddag (xalng, XovIpng) Yo TI§ Yuvaikeg
KalL TOU YOupouviov (Bp®LKov, ayevn) Yo TOUG GvOpEg.

TN paym mpofAaAAovTal, TAUTOXPOVA, TUTIOYPAPIKEG ATTOSOOELS PPA-
OEWV KL AEEEWV ATIO TO CUYKEKPLUEVO TIOMUA, UE OKOTIO TN oLUVUTIAPEN
YAWGOIK®V UNVUUATOV PE TA SLAQOPA TTAACTIKA TTaXvibla oTtnV eyKaTd-
otaon. Me v mpofBoAn] auTi], TO TIPOTELVOUEVO £PYO ETILSLWKEL VA GUVASEL
ue tn Bepatikn g ékBeong «EEepeuviioets Tov @UAOLUY», WG aAANyopla-Ta-
pwdia, 6)L LOVO Yl TIG OXECELS EE0VCING TTIOV APKETA CUXVA ETILKPATOVV O
vapeoa ota U0 EUAQ, 0AAG Kalyla Toug Beapots cupBiwong, cupBiacuov,
POAWY, SIKALWUATWY K.ATL Av Kol 1) wéxn mov Sie€ayetal eivatl oTatikn, 1 &-
TOKTN AVAYVWOT) TWV AEEEWV TTOV TIPOBAAAOVTUL OTA AVTIKEIUEVA, GE GUVEP-
YL LE TNV TOTIOOETNOT) KOL TOV TTPOGAVATOALGUO TOUG GTO TTATWUA TOU XW-
POV, EMISIWKEL VA TPOGSWOEL TO Ao TG KIVIONG TWV AVTIKELUEVWY
OTOUG ETOKETTEG/DEATE.

0 Chandler, og oxéom pe v évvola NG ALXKEILEVIKOTNTAS, AVAPEPEL
TIWG GUVSEETAL TTPWTAPYIKA UE UETACTPOVKTOUPAALOTEG BEWPNTIKOVGS Kol

56



TWG KAOE KEIPUEVO ETKOVWVIAKOV PEGOV VTIAPXEL GE OXECT UE GAANS. TN
OUYKEKPLUEVT TIEPITITWOT), TA YEVVITIKA 0pYyava, ws Kuplapya onueia ava-
(POPAG OTO £PYO, UTIAPYOUV OE GYECT LE AAAX PIKPOTEPA TIAACTIKA TTALXVISLA,
TAPATEUTIOVTAG OE UTIALVLY LOUG TIOU GXETICOVTAL LE OTEPEOTUTIA TOV (PUAOV.
['la To (610 B€pa Kol TTEPLYPAPOVTAS TA GNUELWTIKA TTaX VISl TNG VEAVIKNG
KOUATOUPAG HEoW TNG ALOKELUEVIKOTNTAG, 0 AvSpouTooTouArog (1997) ava-
PEPEL TIWG «1) UTIALVIKTIKY] OXECT EVOG GUYKEKPLUEVOU KELUEVOU UE EVA OU-
YKEKPLUEVO TIpo-Keipevo (pre-text) Tnydlel amd pia TpoOeaT Kol EPTEPLEXEL
ua mpoadokia... maipvovtag wg dedopévo 0t [0 Beatrg] eival oe BEom va to
KAvel, yioti Stafétel TIg amapalimteg [Tpoumdpxovoes] YVWoeLS»d. It ov-
YKEKPLUEVT] EYKATACTOON, Ol TIPOUTIAPYXOVCES YVWOELS TIOV LTIALVicooVTOL
SLOKELUEVIKA OTO ELKAOTIKO £pY0, MECW TWV AVTIKEIMEVWV/HOPPWV TIOU
XPNOLUOTIOLOVUVTAL, EIVAL KOL OL YAWOGIKEG AVAPOPES OTIS PPATELS «OWLVL-
oTIKO YoupoUv» (“chauvinist-pig”) kot «xaln ayedada» (“silly cow”).

Kpttikn tov €pyov. O empeAnTtrig ¢ €kBeong A. Aavog ava@Epet yla )
OUYKEKPLUEVT) EIKAOTIKT EYKATAOTAOT:

Mia pdyxn ektviiooetal otV ykaAepi Aldtomog. AVo oTPATIES
Ao TAACTIKA OTPATIWTAKLA EMLTIOEVTAL 1] pat TNV GAAN, TIa-
PATAYUEVEG YUPW ATLO SV0 TEPAOTLEG TIOAEULKES UNXAVES, (OTIXY-
HEVeS amo {wa pviatoVpes. H pia pnyavi £xel oxnua méoug Kot
elvat @TIaypevn amod TAAGTIKA YOUPOUVLX KOL 1) GAAT QTTOTEAEL-
Tl amd ayedddes mov oxnuatifovv éva aldoio. O TOAENOG TWV
@UAWV paivetat, VO To TpooTaypa Tov Evpumidn Zavtién. Ta
OUOTATIKA HEPT TWV YEVVI TIKWV 0pYAVWV CUUBEAAOVY 0TV «é-
vtaon» g 6pdone. [pOKELTAL YO AVTIKE(LEVA TTIOV EVOWUATW-
vovtal otn dnuovpyia peyaAdtepwv oxnuUdTwy, Ta omoia ava-
TAPLOTOVV KATL SLPOPETIKO amtd auTd Tov eival. [lapoia avtd,

8 D. Chandler, D., Semiotics: The Basics. Oxon: Routledge 2006.
9 T. Av8pouToOTOVA0G, «AlaKEHEVIKOTNTA: Ta ONUELWTIKA Ty VISLA TNG VEAVIKTG KOUATOV-
pagy», 080 5,1997, 30-33.
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8€V XAVOUV EVTEAWG TNV QUTOVOUIA TOUG, E8IKA £OGOV TIEPLE-
XOUV YAWOGIKEG QVa@OPES IOV OXETI{OVTAL [E T1) OKNVT] TIOVL O~
TELKOVI{OUV: 0L AEEELS «ayEAASO» KAl «yOUPOVUVL», ELTIAOUTIOHE-
VEG e Slapopa emifeta, Aéyovtal ouxvd HETall av8pwV Kal Y-
VOLK®V UE TN LOP@T] EMOETIKNG... aTopYNG! QoTO60, | YAWGGIKN
TITUXT] TOU CUYKEKPLUEVOU £PYOU, AELTOVPYEL O€ EVa ETILTIAEOV €-
mineSo: L& 0AOKANPT TNV gyKatAoTaoT TPofdAiovtal AELELS
atd 1o moimpa to IdAtwpav (n TéAn 1916), ypauuévo otny v-
TéPoxN EAANVOKLTIpLOKY KaBopAovuévn, atd Tov «eBVIKO» TolL-
n™ s Kompov Bacidn MyyonAidn (1847-1917). 210 cuykekpl-
HEVO oM, To TEOG TTpoKaAEl To atdolo e pudyn (Tnv omola kKot
Xavel evovveidnta). [Mapd v acuvnbLoTA TTPOKANTIKY], TOA-
unpn yAwooo mov xpnouomolel o MiyanAidng atovg atixoug
TOV, KOL TX AVTIOTOLYO OXUATA TWV YEVVNTIKWV 0PYAVWV GTO
£€pyo Tou Zavtidn, n oefovadik oUYKpouon EXEL LA adpa Ta-
ALOpHOSITIKOU POUAVTIOUOV KAl TIapwSiago,

Emmpoobeta, n Opotiun Kabnynrpia A.Z.K.T. ABrvag Nikn Aoilidn (2016)
YPAPEL YLK TO EKACTIKO £pyo To «BwpoAoyiag Eykmutovy» kat avagépet:

H yevemowax «Mdym twv ®OAwv», 161 amd v emoxn ¢ BBAL-
KNG HuBoAoYlaG TOU TPOTATOPIKOV AUAPTHATOG, EiXE Eva xo-
POUKTNPLOTIKO TIOU TNV EKAVE VU SLAQEPEL ONUAVTIKA ATTO TIG V-
TIOAOLTIEG «LAYES» TOU avOPWTILVOU €l60VG: 0 KaBe avTiTaAog, -
TOLVHOVOE, £0TW Kol TPOoWPVE, va Bpebel, 1 pdAiov va amo-
Aavoel, tn B€om Tov AdAAov. BéBata, ) avapétpnon vmmpée mavta
BUUKA aPPIAEYOUEVT, POV TIEPA ATTO TNV TipooTabeLa emiPo-
A6 kat e€ovaiag Tov evog TTPog Tov GAA0, VTTEBOOKE 1) apxEYov
KoL iowg NA6@Bovn mepiépyela yia Tov Babud (peyaivtepns M
HIKPOTEPNG) OEEOVAALKIG LKAVOTIOMONG TOU CUVTPOPOL/AVTL-
TdAov. To puotiko tov apyaiov Mavtn Telpeoia — 0 omoiog amé-
S18¢e o1 yuvalkeia @uon adlapgopntnt vrepoxn oto medio
™G EPWTIKNG NEOVIS — AVEKABEV GTOIXELWVE TN PAVTACIN TWV

10 A. Aavég, Gender Explorations. Diatopos Centre of Contemporary Art. Nicosia: Mediterra-
nean Institute of Gender Studies/ Intercollege 2004.
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av8pwv, OTIWG ETONG TN OTOXELWVE KAL 0 APYEYOVOG TPOUOG O-
Tévavtl oto oLVSpopo ekdiknong s PBapPapkng Mndelag.
AAAA KoL aTtd TV GAAN TTAELPAQ, 1) YUVaiKa/avTiTaAog Sev emae
VO OVTAGLOVETAL TOV PUAAS, OTIwS Ba éAeye ) TaAAiba cuyypa-
@€ac Ziudv vre Mmofovdp, wg cVPPBOAO YoviudTN TS Kot ETTLOE-
TIKNG Lox00G6. ZTa OVELPA KABE Yuvaikag EMIXELPTONKE, E0TW YA
HL @opd, 0 cUUBOALKOG ELVOUXLOOG TOU AvSpa/avTimdAov. Q-
01000, O ) Tav AdO0G v ATTOS WOV UE 0TI CXETELS AUTEG VOUO-
TeAElaKO yapokthipa. Xwpis au@Boria, ol kavoves Tov mAAL-
oLwvouy ™ oVpBilwon Twv EUAWY £xouv Babld KoVwVIKG /oLKo-
VOUIKO XOPAKTIPA KAl €EapTwvTal 08 peyaro Babud amd tnv
TIOALTIOULKY) I8LALTEPOTNTA KAOE ETTOXNG. ZTIG AYPOTLKEG 1} VOO~
SIKEG Kowwvies VTNPEE SLAPOPETIKY], OTIG AOTIKEG KOLVWVIEG
ToU 199 1] TV TPWTWV SEKAETLWV TOU 20°° alwva SLoPopETIKN
KOl 0TT) AEYOUEVT] HETABLOUNXOVLIKT ETTOXT] TTOAAQ TIPAYHATA &p-
Xloav TALov va aAAG{ouv pLiikd. ‘000 Yl TIG HEPES LA, 1) TIAT)-
BwpKn £wG KAl aKATAoXETN @LAoA0Yia Twv Gender Sudies poid-
(el va UTIOKABLOTA, TOUAGXLOTOV TIPOG TO TTAPOV, TNV TAVTOTNTA
KL TWV QUAWV KAl TNG VTTOTIOEUEVNG LAXTS.

YTapxel, woTO00, P «@ALSPT» TIAEUPA AVTWV TWV OXE-
GEWV, CUVUQACUEVT PE TOV AQiKO TIOALTIONO KABE Ywpag — Kal
oxL uévo - 1 omola, amo Toug apyaiovs 16n xpovougs (BA. Aovv-
olaKa £01ua), Tapd TI§ TAPASOCELS TNG XPLOTIAVIKNG TTaSElog
KOL TI§ AOTIKEG KOWWVIKEG CUUPBATELG, AELTOVPYEL WG OTOLXELD
KOWWVIKNG EKTOVWOTS Kal 0N amo@dptiong. [Ipoxettat yia
0eE0VOALKES, KUplwG, BwuoAoyies Tov ek@palovtal e oTiXOUG,
TPAYOLSLA, LAOKAPEUATA KL XOPOUG HUE TIPOEEAPXOVTA, KUPLWG,
TOV pOAO TWV YUVALK®WYV, EITE YT a6 T apyaior xpovia Ta op-
YWKA EE@aVTOUATA NTAV «SOVAELE TwV §0VAWVY Kol TwV BnAv-
KWV», €lTe YIXTL 1 KOWVAE OTTOSEKT] PALSPOTNTA EMETPETIE GTIG
yuvaikeg va emSelEouv XwpI§ GUVETIELEG TNV EPWTLIKI VTIEPOXT|
TouG. I'" autv akpBws TV uTtepoxT] HIAOVV Kal oL aTixol Tou
KOmplov eBvikov momtn BaoiAn MiyanAién amd to moinua tov
«[MaAAtwpav Tou BiAdov pe Tov TovTTOVY, 1916.
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Tlat Séka BiAAOUG oav E0EV UTTOPW VA TOUS VIKHHOW
Tov évav miow Tov aAdovvov Tt €66a To yamapiow

To méAAwpav tov BiAdov kat touv movTTOU, 6NAad TOV
TOAKWWUO TOU avSpLkoL poplov pe o atdolo, emérege o Eupumiong
Zavtiéng yla va SNULOVPYNOEL UIX OTITIKO/EIKAGTIKY EYKATA-
OTOOT TAPWSLKOU XAPAKTIPA UE LOLAITEPO ONUELOAOYIKO EV-
Staépov. TIVeEU A CKWTITIKO KO KOWVWVIKA AVATPETTIKO, 0 Za-
VvTionG amopvBoTolel TN SPANATIKN TTAELPA TNG LAXNSG TWV QU-
AWV, SLAUOPP®VOVTAS UL ULKPO-EYKATACTAOT A0 WKTA V-
AIKG, 1) oTrola TapaTEUTIEL 0€ GUYXPOVO TSIk Tty vidL Avo a-
VTIOETEG 08 YpWUX OUASEG ATIO TTAAGTIKA CTPATIWTAKLA TIACL-
OLOVOLVY, 1 KABE pia EexwploTd, Ta Suo EUAN oL VTIOTIBETAL OTL
eTOLUAlOVTAL VIt TNV avapeTpnon. Ta av8pikd yevwntikd op-
yava cupfoAilovtal amo pKp& TAAGTIKA YOUPOUVAKLA, EVE T
yuvaikeia opyava amd emiong TAACTIKEG LOUPOACTIPES ULIKPES
ayeAades. Kat ot o autég oupPPOALKEG TAUTIOELS TAPATIEUTIOVV
0€ APVNTIKA KOWWVIKA OTEPENTUTIA OTIWG yuvaika=ayeAdda,
Aadn avomtn, vmépPapn, dxopn Kot Gvdpag=youvpolvi, &n-
Aadn) G&eotog, akdBapTog KAl apopaAloTiG. MAALOTA 0€ XWPES
omwg N F'aAAla, To em@wvnua “Oh! La Vache” ek@pdlel Sua@o-
pla, ATOYONTEVOT KOL 0PYT], EVW OE YEVIKEG YPAUUES TO Bap,
oAAG cupmaBég TeTpamodo xaipel HdAAov YeVIKNG BETIKNG aTo-
SoxMG, XApLv oTa TTPOIOVTA IOV TIPOCPEPEL GTNV TPOPLKT] AAV-
o(da g (w1 g Tou avBpwTov.

Ity eykataotaon Tou Zavtidn mpofaAdovtal, TOUTO-
Xpova, AEEELS KaL paoels amd To Toinua Tov BaoiAn MiyomAidn,
UE OKOTIO TN GUVUTIAPEN TWV «YXWPKATIKWY BWUOAOXLOV» TNG
KUTIPLOKNG SLOAEKTOU UE TIG ELKOVEG Kol T oVUPBoAa evog TTAQ-
OTIKOTIONHEVOU KATAVOAWTIONOU TWV TAVIWY, TOU SIETETAL
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amd akpws ayopaia otepedTuma. X TEAEUTAlIO avdAvon, 1 EL-
KOVa TOV eKATEPWOEY TAXGTIKOTIOMUEVOU KOTtaSLoV (elTe Yo a-
YeAGSEG TpoOKeLTAL ElTE Y pol youpoUvia) avaLpEl TAPpAUTA KoL
™MV 6 TOU PUAOV, KAAA KAL TO YEYOVOG TNG LaxnG. Me to €pyo
avTo, o Eupumidng Zavtidng katabétel T Sk ToL TApwSLAKY)
amoym ywx to 0épa g ékbeon «EEepeuvnoeis touv dVAov».

Entidoyog. Ta aBupdotopa kat aoxpd yapotpdyouda 1) « puAAwUEVE», 0TA
omola 6ev umApxoLY YAwaaolkol 1| dAAoL BeopoBetnpévol eplopilopol, V-
KOAQ UTTOPOUV VU XUPAKTNPLOTOVV WG KEIPEVA TAUTIOV £QOCGOV PéCa ATIO
aUTA ek@palovtal unvopata mov, Yo Adyous n0ikng, Bewpolvtal amayo-
PEVUEVA aTTO TNV Kowvwvia. Zuu@wva pe toug [MamaAsovtiov kol Appooti,
«To pUAAWPEVO TPAYOUSL ATTEAEVOEPDVEL TOV 0{OTPO, ATIOYVUVWVEL TIAT| pWG
TO AVTIPLKO [HOpLo] KAl TO Yuvalkeio aldolo Kol avamaploTd Tn 6eE0VAALKN
TPGEN, EMOTPATEVOVTAG TNV ALoXPOAOYid KAl TN Slakwu®Snon»il, Oépata
TOUTIOV EUTIITITOVV SLAYPOVIKA KATW ATIO UTH TNV KATNYOPIa KEWWEVWY, EL-
SIKA o€ KAELOTEG KOWVWVIEG OTIWG 1) KUTIpLakn. H eykataotaon pe pkta v-
Aka The struggle/To HdAiwuav, Tov BacioTnke 6To “amayopeuuévo” Aaiko
Toimua Tov BaoiAn MiyomAidn, mpoteivel pla kavovpyla Stkotacn atov “o-
TLAYOPEVHUEVO AGY0”, OTITIKOTIOLOVTAS T €OV (PWVNTA», TA OTIolx, EKTOG ATTO
@V KaL YPATTO AGY0, ATtoKTOUV VAN, VEN Kot LETadiSouv vorpata péow
TOU EIKACTIKOU AOYOU G€ £Va EVPUTEPO TIAXIGLO ETILKOLVWVING, TTEPAV TOU A0-
YOTEXVIKOU, KL LETAPPALOVTUL GE «OU OTITIKA.
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AHAQIEIZ ETIZ YBPIAIKEEX TEXNEX

STATEMENTS IN HYBRID ART



Polona Tratnik

At the Edge of Human

[Abstract] Biotechnology operates within the framework of the socially accepted methods,
while art aims to preserve certain freedom in expression to address relevant social issues,
also to reveal the oppressed and the tabooed topics of the society, often in order to enlighten
certain ideologies at work or some hidden mechanisms and politics. There are body interven-
tions that are accepted by the society, as for instance the cutin the body is allowed for medical
purposes in order to save life or optimize the functionality of the human body. Body inter-
vention for aesthetic purposes are also culturally accepted. Yet at the same time we often hit
the limits of the power our own bodies. Thus cultivating one’s body in an aquarium is more
than just a controversial act (Polona Tratnik, 37°C, Hair in Vitro), while at the same time cul-
tivating a plant or an animal in a home kept glass vitrine is culturally a wide spread practice.
Furthermore, in this moment, addressing the survival tactics of human in extreme conditions
is one of the central themes in the popular discourse (Ultimate Survival series and similar).
We are almost facing the likely scenario of global food deficit. Yet, are we ready to accept such
a survival plan to utilize human potential to produce molecules for nutrition purposes? Maja
Smrekar proposed an “auto-survival” strategy with producing Maya’s Yogurt, with which she
challenges the issue of fostering life with exploiting natural resources. The objective to ensure
the survival of human species is ironically or perhaps only radically proposed by two projects
that plan hybridization of human species with other species. Spela Petri¢ and Robertina Seb-
janic suggest to create a trans-species of the human and algae, humalgae, which would pro-
vide humans with better conditions of survival on Earth in circumstances that may be difficult
to predict. However, despite the proposed genetic hybridization, man would still retain the
human form, phenotype. Maja Smrekar plans to perform in vitro fertilization of her egg with
dog sperm in order to make us aware of the fact that human species needs a stronger predator
in order to survive extreme conditions.

R egenerative medicine requires living cells in order for it to work. The
process involves cutting into the flesh and taking away a part of it in
order to return the body part with an improvement. In other words, to opti-
mize the body it first needs to be deconstructed.
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It is difficult to reconcile oneself with a “disfigurement” of the body or
with a destruction of its wholeness. This testifies to a certain sacredness sur-
rounding the body in western culture, where its wholeness and complete-
ness are the dominantideological imperative. However, there are crucial dif-
ferences in the cultural reception of the act itself depending on the objective
linked to the act of inflicting the wound. Regenerative medicine proliferates
life to save it, while aesthetic surgery intervenes to “make more beautiful”.
Both body interventions are culturally accepted. Medical purpose to save life
or optimize the functionality of the human body is particularly appreciated.
Body intervention for aesthetic purposes are also culturally accepted, as
long as the accepted beauty canons are taken into consideration. In such a
manner in certain context of the popular culture the enlargement of the
breasts and lips, liposuction of the adipose tissue and similar procedures
have nearly become a requirement for the performing women.

On the contrary, following unconventional aesthetic standards and show-
ing the transformation process is comprehended as controversial. The case of
Orlan’s body modifications, with which she disobeys the accepted beauty
norms with adding horns to her face and similar, clearly speaks about the dic-
tate of the dominant discourse, which disallows multiplicity of aesthetic voices
in contemporary Western culture.

Basic principles of Tissue engineering
i
/} Bl == Monoayer
cell culture
Cells froma
biopsy .

image [right]: Source: ( )
<http://tex- e e
tile.iitd.ac.in/high- i CU%Z%?D -E:::.::
lights/fol8/01.htm> 23/ e~
11/2016. O\
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image [top]: Source:
<https://plasticsur-
gerybaa.info/ar-
chives/french-artist-orlan-
plastic-surgery.html>
23/11/2016.

image [middle]: Source:
<http://www.cvltna-
tion.com/tribal-scarifica-
tion/> 23/11/2016.

image [bottom]: Source:
<http://imgur.com/gal-
lery/NF5Ah> 23.11. 2016.
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Body modifications in general, however, are to be considered as a cultural
matter and the stance to accept them or how to accept them depends on one’s
cultural position.

In various cultures different modifications, such as scarifications or body
limitations, are a matter of traditional beautification. For instance, women from
the Padaung tribe in Myanmar design their neck with wearing neckties.

One aspect of the trend to be found in the contemporary Western capitalist
culture to make even more extreme body modifications than those to be found
in the tribal cultures is competition in extremity of intervening in the body by
painting it, scarring it, cutting it, adding to it and mutilating it.

Whereat extreme body interventions are to be found in art as well, they are
usually not performed only or solely for the extremity of the actitself, but are to
be read as well considered conceptual acts. Ive Tabar is an extreme body artist
who, in the 1980s, decided to execute performances with intervening into his
own body.

As Ive Tabar is professionally a first aid nurse, in his everyday life he is con-
stantly confronted with injuries, medical body interventions and effects of vio-
lence on human bodies. He is so much used to medical practice that he can act
with using it in order to enact or perform certain metaphors with putting his
own body at stake. For instance, there is a popular saying that one would rather
make a hole in his knee than do or accept something. In his 2002 performance
Europe Il Ive Tabar decided to make a hole in his knee in order to express his
protest against Slovenia’s entering the European Union or to say that he is not
going to get “out” undamaged after entering the EU.

This was the second of the performances in trilogy responding to the po-
litical propaganda of political unambiguity. In the first one Europe I (1999) her
injected enormous quantity of European blue liquid into his stomach and
pumped it through a catheter into a vessel where there where yellow European
stars floating.

In the third performance on political brain-washing, Europe I1I (2003),
Tabar pulled off his nail and installed it on a chimera human-fish-human-
finger. The performance was also entitled “For a nail” which is again a met-
aphor for “scarcely”, as Slovenia scarcely entered the EU, for a nail.
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In Europe IV (2007) Tabar addresses the entering and the existence of Slo-
venia in the European Union, concretely the level of political consciousness,
which one dimensionally favorizes the system of values linked to the myths
on progress, democracy, competitiveness and economic Darwinism. Beside
economic privileges Tabar problematizes and interprets human to human
relations, erosions of values and abuse of the positions of power of any
kinds. Tabard drinks blue liquid before the performance and then pumps it
out of his stomach with inserting the needle in his urinary bladder and pours
itinto 27 test tubes that stand for 27 member states in 2007. When the test
tubes are full, the liquid finally pours into the aquarium with a golden fish,
so that the water in it gets completely colored and the life in it gets blurred.

image [left]:

Source:
<http://www.mladina.si/53127/i
ve-tabar/>23/11/2016.

image [left]:

Ive Tabar, Europe I, Kapelica Gal-
lery, 1999. Photo: Igor Andjeli¢, ©
Kapelica Gallery.
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images [above] Ive Tabar, Europe III, Kapelica Gallery, 2003. Photos: Miha Fras, © Kapelica
Gallery.

image [left]:

Ive Tabar, Europe IV, Kapelica
Gallery, 2007. Photo: Miha Fras, ©
Kapelica Gallery.

image [left]:

Ive Tabar performing in the In the
Name of People (director: Jure
Novak, production: Maska,
coproduction: Glej Theatre & Poza
Institute), Glej Theatre, 2010.
Photo: Urska Boljkovac, © Maska.
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When performing his radical body art performances Ive Tabar’s inten-
tion is not to cynically deconstruct taboos. His professional practice disturbs
him pretty much so that he decided to bring it to light and to thematize the
disturbing issues within the world of art. In a performance, which was part
of the theater performance In the Name of People (Glej, 2010, Jure Novak),
Tabar surgically removed a bullet from his belly and then inserted that bul-
let into a gun, which was lying on the table and repeated the gun standing in
front of a terrified public. In his words, this gesture was a call against suicide
as one of the most horrific ideas. During his 18-year triage practice he has
become more and more convinced that life is a huge gift that simply needs
to be lived, even if one has to predominantly suffer it.

Ive Tabar’s performances as well show that one’s own body and inti-
macy are not only individual properties, but are determined by social-polit-
ical reality. He has had problems with his employer because of his perfor-
mances which allegedly throw bed light on medical stuff and are also to be
considered non-ethical because he is putting himself into danger, whereat
he as a nurse shall be the one to save life and promote living, not causing
pain and hurting one’s body for “non-ethical”, i.e. non-medical purposes. Ta-
bar used to organize performances with help of his colleagues, while later
on they were prohibited to assist him at his “artistic” doings. Some of his

image [left]:

Ive Tabar with Vasja Kokelj,
Invisible Touch, Loza Gallery, 2010.
© lve Tabar.
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performances are life-endangering, such as was the one performed after he
met the girl of his life and touched his heart with one-meter-long catheter
through a vein in his hand and risked fibrillation.

Tabar’s performances have been censured within the world of art for
several times for being allegedly life-threatening, while Tabar comments
that the only thing that they truly threaten is people’s false feeling of secu-
rity. The performance Invisible touch performed together with Vasja Kokelj
in which he warns about enormous problem of radioactive waste with using
uranium ore was cancelled in the last moment at five festivals in 2010 (Linz,
Belfast, London, Liverpool and Berlin).

It shall not be an artist’s choice to expose himself to danger. One is not
supposed to legally perform a cut into his body for “non-ethical” purposes,
such as are considered the artistic purposes - such was a response of the

\

images [left]: Polona Tratnik with
collaborators, Hair in Vitro, 2010.
Photo: Damjan Svarc, © Horizonti.
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Committee of the Republic of Slovenia for medical ethics, when I and my col-
leagues asked for an approval for a project Hair in Vitro (2010), for which
we aimed to get a sample of tissue for in vitro cultivation in bio station.

Extreme body modifications express the will to power over one’s own
body, but we actually do not possess the actual power over our bodies. From
this perspective, the objective to cultivate oneself in an aquarium in a man-
ner rather similar to cultivating flowers or fishes at the night table (Polona
Tratnik, 37°C, Hair in Vitro) does not legitimate the act of intervention into a
healthy body, that cut of flesh.

For the Hair in Vitro we finally got the permission to take the sample of
the living tissue in order to cultivate it in a specialized tissue engineering
laboratory with permission for human tissue cultivation, yet we did not get

images [left]: Polona Tratnik, 37°C, Kapelica Gallery,
2000. Photo: Miha Fras, © Kapelica Gallery.
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allowance to reveal the donor of the tissue, allegedly for protection of per-
sonal data, although the donor had no hindrances for getting publically re-
vealed. Furthermore, the committee did not decide on allowing the cultiva-
tion of human tissue in gallery space, but did declare that medical research
is a proper reason for this doing, while artistic practice is not.

Human species has taken in its hands the complete domination over the
living world, whereat handling with the living human tissues is highly regu-
lated and is not allowed on private initiatives. Thus cultivating one’s body in
an aquarium is more than just a controversial act (Polona Tratnik, 37°C, Hair
in Vitro), while at the same time cultivating a plant or an animal in a home
kept glass vitrine is culturally a wide spread practice.

We actually do not have the power over the materiality of our bodies.
More precisely. There are institutions that are authorized for treating hu-
man tissues according to certain procedures. When I hand over the treat-
ment of myself to an authorized institution, I simultaneously authorize them
to treat my taken tissue according to their procedures. This means if there
were samples taken from my body, I am not allowed to take them with me
out of that institution. When [ was giving birth [ wanted to preserve the pla-
centa and the umbilical cord and to use them for research purposes in a bio
bank which has the proper permission for handling with human tissue. How-
ever, the legal department of the maternity hospital prohibited recording of
the procedure for artistic purposes and handing over the bio material to the
bio bank. Instead, they advised me to give birth on the street on my own in
order to get the power over my body that I required under the context of
this public institution, which I pay for the purpose to ensure proper and save
procedure of giving birth for me and my child.

My individual power over my body is limited with the institutional com-
petences and the formalized procedures including the treatment of the bio
matter, which the authorized institutions need to obey. This limitation be-
comes very factual considering the fact that a bio sample from my body can
be gained almost only within this professional institutional framework. It is
most probable that in the context of late capitalism an individual will avail
herself of the professionalized services and properly equipped environment
in order to avoid the exposition of herself and possibly also of the baby to the
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image [right]:

Polona Tratnik, Re-
Placenta, 2013. Photo:
Zoran Gorisek, ©
Horizonti.

danger of death. In such a manner the society does not even need to prohibit
the treatment of human samples on the basis of private initiatives, because
the system autonomously functions in such a manner that the authorized in-
stitutions get the power over the bodies when the individuals spontaneously
subject themselves to the specialized services and therefore transmit the
power over their bodies and lives to the professionalized institutions and thus
decline my power over my own body and life.

In this regards, consider about the question, who or what is the placenta
that I gave birth to and I want to cultivate at my night table instead of a fish.
Who has the right to get the power over it or when and on what grounds could
my power, which [ possess when placenta is still a constituent part of my body
as an expecting mother, pass over to another subject?

The placenta is an interesting medium because it is actually an interface
between the mother and the baby. It is not the mother, although it is produced
by her. To a great degree, a child is a product of mother, yet a child is consid-
ered an individual after the birth. Before, however, a child is considered only
as a potential, thus the concept of the expectant mother does not comprise a
women and a child, the two units, but only one. She is a social individual, yet
one with a special status, because she possesses a surplus value. This social
subject promises division of social units, which means social proliferation.
The placentas, in this story, is a supporting medium designed in particular for
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the potential that subsists in the expecting mother and that is to develop to a
certain degree, i.e. to attain the ability to come to the dry world and become a
true social subject. For this reason, placenta is a purposeful interface between
the mother and the child, whereat the two are so tightly connected through
placenta and the umbilical cord that they are actually to be considered as one
entity, but consistent with double genetic identity. As the child is not yet to be
considered as a social individual during the existence and evolution of this
composition, placenta actually enables living conditions for a cultivating com-
plex of living tissues that are in the process of becoming an individual. Pla-
centa, after its purpose is fulfilled, i.e. after its mission is accomplished, is then
brought forth to the external world. In that very moment it becomes only a
waste. It is not part of any body anymore and is thus neither the mother nor
the child. Still, there are living cells contained it in. Does it belong to the
mother or to the child or perhaps to the hospital or to society and in its name
maybe to a research institute for common interests? Although it becomes
waste in the context of this process of division of one entity into two entities,
which is actually the process of social multiplication, its quality in the sense of
its nutritive potential as well as in the sense of its cellular capacity for tissue
regeneration, is in that moment still very high. Recently both, placenta and
umbilical cord have been recognized as an interesting material for tissue en-
gineering and further regeneration procedures, in particular because of the
quantity and quality of the stem cells that are to be found there.

Last but not least, stem cells, as it has been recently acknowledged, are
those biological elements that promise to overcome the issue of biological re-
jection. In that sense, stem cells open better possibilities for biological hybrid-
isation.

Tissue engineering as the supporting technology for regenerative medi-
cine has been develop with an objective to overcome the problems that oc-
curred in organ transplantations. Regenerative medicine is directly linked to
the social objective to prolong life of an individual or to improve the quality of
life of an individual. Therefore, regenerative medicine is a political strategy
for biopower as the power over life, including the biopolitics as the politics

75



over the population!. Regenerative medicine servers the goal to improve sur-
vival abilities of human, survival in the sense of surviving the live-endangering
illnesses and traumas. Regenerative could thus be comprehended as a sci-
ence-technology, which is part of a human survival strategy.

Survival has become one of the central issues in the Western discourse.
Addressing the survival tactics of human in extreme conditions is one of the
central themes in the popular discourse (Ultimate Survival series and similar).

Artists have found interest in thematising the issue of surviving extreme
environmental conditions with proposing synthetization of human with other
species. Robertina Sebjani¢ and Spela Petri¢ (Towards the Human Spore: Rem-
iniscing Algae, 2012) believe that human species has to look for solutions to
improve its form of existence in order to be able to survive as a species. Their
suggestion is a subversive creation of a trans-species of the human and algae,
humalgae, which would provide humans with better conditions of survival on
Earth in circumstances that may be difficult to predict. However, despite the
proposed genetic hybridization, human would still retain the human form,
phenotype. The artists propose a reproductive cycle in which a cyst would
preserve a semi-dormant state that could be reactivated in a complex life cy-
cle.

Maja Smrekar plans to produce an embryo with in vitro fertilization of
her egg with dog sperm. The embryo would be frozen and ready for further
evolution when possible and needed. Maja Smrekar is making us aware of the
factthat human species needs a stronger predator in order to survive extreme
conditions.

Biotechnology operates within the framework of socially accepted meth-
ods. It is a mechanism in service of biopower as the power over life that aims
to foster life. Art, on the contrary, aims to preserve certain freedom in its per-
forming and interventions into life and human body, in order to address the
relevant social issues or to reveal the oppressed and the tabooed topics of the
society, often in order to enlighten certain ideologies or some hidden mecha-
nisms and politics at work.

1See the chapter: “Regenerative Body: Biopower with Biotechnology”, in: P. Tratnik, Conquest
of Body: Biopower with Biotechnology. Springer Verlag, forthcoming.
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Adam Zaretsky

CentiSperm
Methods of Transgenesis: Shoot, Shock, Inject
Experiments in Biolistics, Electroporation and
Microinjection

[Abstract]

<1>centiSperm

<2>Adam Zaretsky

<3>Goals: To electroporate whole genomic DNA from a centipede into the center of human
sperm.

Materials and Methods:

A - Mix sperm and DNA in the electroporation vial (cuvette), 10 microliters of centipede DNA
to 50 microliters of desalinated sperm

B - Put cuvette inside of the Eppendorf Electroporator 2510

C - Setvoltage

D - Press button twice to fire machine. Wait for beep

E - Apply refresh media (10% acgai-blueberry-pomegranate flavored (Glaceau) XXX vitamin-
water® filtered with a 3 micron Gelman Filter)

<4>Discussion: The centiSperm is a new media for the production of New Media Art. centi-
Sperm is posthuman artificial insemination product. Sans local volunteers to carry a non-con-
ceptual, time-based, new media sculpture to term, the centiSperm was applied as a glaze. |
glazed one of Celia Olsen’s famous homemade donuts with centiSperm twice daily for five
days. I also used centiSperm glaze a ceramic sculpture of Uranus’ Castrated Penis. Queer
transgenic human rights are presaged by the story of ‘Exatoyyeipeg, Hekatonkheires also
called the Centimanes or the Hundred-handers. I dub Centimanes the patron titan of aberrant
transgenic humans. Thank you Kronos son of Gaia for castrating your father Uranus. Uranus
was not able to love his differently embodied body-art-babykins.
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<5>The Djerassi residency had a nice collaborative arc. Matteo Farinella made some fabulous
underground comic inspired illustrations of the process. David Bowen, with Asa Calow Rela-
tive Capacitance Advisor, developed the Jizalizer 3010. The centiSperm electrophysiology
signal was translated into an XYZ/time data plot and the data set coordinates were uploaded
to a drone which flew autonomously based on the DNA instructions leaving an LED trail of
four-dimensional semidata in the sky (below, left). Maya Spasova observed the centiSperm
project and then took to drawing or channeling the lives of the centiSperm. Some are inter-
twined with each other. Some have wings. Some are forming into embryos. Some are flying
in the sky.

<6>Thanks for support from Bulldog Bio’s Bridge Electroporation Cuvettes, Marist College
Summer Research Grant, and The John P. and Susan D. Diekman Fellowship.

1. CENTIPEDE: l WENT DOWN TO THE HARRINGTON CREEK. I brought a
Straus Family Creamery recycled organic yogurt container as I was looking
for centipedes. The idea was to isolate the DNA from a wild local centipede
and introduce it into my sperm in an electroporator (an electroporator is a
machine with a high voltage pulse that opens membranes so foreign DNA
can get into the genomes of living cells).

image [left]: Keith
the Centipede R.I.P.,
Live Scan, Scientific
Delirium Madness,
Djerassi Resident
Artists Program,
Woodside, California,
http://leo-
nardo.info/blogs/cen
tipede-went-harring-
ton-creek/, http://le-
0_
nardo.info/blogs/cen
tisperm-diy-proto-
col-dna-centipede-
dna-isolation/2016.
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[ turned over a rock in the steam, and there was a centipede on the run.
Yes, the first rock I turned over. Wow! I caught the centipede and then con-
tinued looking for more, to no avail. The first rock, one centipede, like Las
Vegas synchronicity, luck would have it. So, glad | was prepared!

Tags: centipede, DNA, Doctor Adam Z, genomes, Human Gene Editing, IGM, Las Vegas, liv-
ing, luck, of, sperm, Straus Family Creamery

Posted on July 12, 2016

2. CENTISPERM GLAZE FOR CERAMIC SCULPTURE FOR URANUS’ CAS-
TRATED PENIS. [ am considering the option of using the centiSperm as a
glaze. Not for cupcakes although that came to mind. After electroporating
raw centipede DNA into the germ cells, they could be used as a glaze for a
fired ceramic sculpture. What came to mind was a sculpture commemorat-
ing Uranus’ castrated penis.

This is due to the fact that there is no commemoration on Corfu in
Greece where Kronos (Titan of Time) cut the penis of his father off. I thought
[ would make a ceramic sculpture of the flaccid and amputated organ on a
column/pedestal of ceramic (not marble). This could honor Robert Arneson,
who I studied with at UCD. I suppose it is a form of hysterical male self por-
trait! After glazing with centiSperm, the sculpture/pedestal dedicated to
Uranus’ Penis could be installed on the island of Corfu through the newly
formed Corfu Contemporary Museum of Ephemeral Arts.

Tags: Castration, Corfu Contemporary Museum of Ephemeral Arts, hysterical male, Robert
Arneson, sperm, Uranus

Posted on July 14, 2016
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3. A WORKING PROTOCOL

S

Got the electroporator to Djerassi Scientific Delirium residency... Consider-
ing using my sperm... And some centipedes” DNA... Wondering if you have
any sense as to a DIY sperm salt rinse media/protocol and refresh media...
mean like Gatorade grade materials... 'm way out in the mountains.
A

Sent from my iPadilla

To: Adam Zaretsky

Not sure how resilient semen is to washes with water but all you would need
is a centrifuge, some distilled water, and glycerin. The glycerin can we pur-
chased from a drug store like Duane Reade. Glycerin and glycerol are equiv-
alent. The idea is to NOT make the fluid conductive so you would need to rid
yourself of all the salts in the solution.

Spindown, discard the liquid and resuspend the pellet with water until
its fully dissolved in solution again then spin down again and discard the
pellet and resuspend in cold distilled water. Spin down once more and this
time resuspend the pellete in 10% glycerol (9 parts water to one part glyc-
erin) also ice cold. Then take 50uL per reaction.

The centipede DNA can be isolated potentially by grinding and boiling
the centipede mash in a water salt and tiny drop of dish soap (like tiniest
drop) for about 5-10 minutes. Just nuke a mug of water until rolling boil and
then let the sample sit in the mug for 10mims. Then spin down the tube and
KEEP the liquid phase while discarding the solid pellet. Move this liquid to a
new tube. Add equal volume everclear vodka as there is sample, mix, and
spin down for 10mins at max speed. That should give you a crude DNA iso-
late. Remove vodka. Let air dry. Resuspend 100 microlites DH20 (distilled
water) (pellet may be invisible, pipette up and down). Add 10ulL of the cen-
tipede DNA to the sperm sample in the cuvette like we did before and zap
the bastards at around 1800v.
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Good luck and godspeed!
Sebastian S. Cocioba

CEO & Founder

New York Botanics, LLC
Blog: ATinyGreenCell.com

Posted on July 16, 2016

4. CENTISPERM. I was looking at the protocol and considering a DIY refresh
media for after the shocking of the sperm. After electroporation cells need
to be given a rich media within five seconds so they don’t all die of the elec-
troconvulsive pulsing. I thought perhaps high voltage shocked sperm likes
Gatorade afterward? Am I nearly ready to go?

During the day, [ was editing some footage I shot years ago. The inter-
view was with Georgia Woods, UCD Neurology. She was giving a demo about
how to use a BioRad helios Gene Gun (a gene gun is a biolistic device which
uses high velocity gold nanoparticles to penetrate cells so foreign DNA can
get into the genomes of living cells).

Well, second synchronicity of the week, Georgia and [ were chatting off
the cuff on the long sitting video and I mentioned electroporation. This was
years ago. She said that she had an aversion to electroporators due to the
fact that they will fry your cells if you don’t remove the salt properly. Georgia
didn’t like the “jack-in-the-box” feeling that your might be just killing your
experiment with the device. | had forgotten about the rinsing process to re-
move salt and make the cells electrocompetent. Now [ am researching how
to make a DIY human sperm desalination rinse.

Tags: Adam Zaretsky, Bioart, centipede, crumpet, desalination, DIYbio, ECT, electro-
poration, High Voltage, human, rinse, Shock, sperm, sundee

Posted on July 16, 2016
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5. EKATOT'XEIPEX, THE HUNDRED-HANDERS. ‘Exatéyyelpes, Hekatonk-
heires also called the Centimanes or the Hundred-handers
(Is Tartarus a castle analogy for Gaia’s womb?)

So this is strange happenstance, one hundred handed the centiHuman
aesthetic has an old media contingent to go along with The Human Centi-
pede torture porn movie aesthetic. It has to do with rejection of teratological
children, repulsion and even gynophobia, in terms of mutation and xenopho-
bia. Hesiod wrote about Kronos being angry, and teaming up with Gaia his
mother to release some of his more mutated brothers from their imprison-
ment. Apparently the mother son team wanted to free a cylopic brother and
the boychild titan of a hundred hands. The titanic kids were being kept un-
der house-arrest by their father, Uranus. My theory is that Kronos’ little
brothers were forced to stay inside due to their wild amorphous anatomy
and the shame brought to father of monsterosity. Indeed, “[s]oon after they
were born, their father Uranus threw them into the depths of Tartarus be-
cause he saw them as hideous monsters. In some versions, Uranus saw how
ugly the Hekatonkheires were at their birth and pushed them back into
Gaia’s womb, upsetting Gaia greatly, causing her great pain and setting in
motion the overthrow of Uranus by Cronus” - https://en.wikipe-
dia.org/wiki/Hekatonkheires.

[s it possible that the amorphous and socially stigmatizing children
were pushed into Gaia’s womb and plugged or somehow imprisoned there
only to be freed by the actuated sympathetic magic of a father’s castration?
This makes centiSperm a differently abled studies issue. Centipedes are
‘Exatoyyelpeg, the patron titans of transgenic humans. It makes a new read-
ing for feminist psychoanalytical studies due to the fact that castration anx-
iety can be seen as a subset of an accurate and deserving scything in direct
response to womb blocking, child quashing, father denial of paternity, hys-
terical masculinity.

Contacting Corfu.
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pede, centiSperm, Charles Lindsay, charles lindsay seti, child quashing,
CIA, CID, CIDA, CIS, CISU, Compsec, Compsec 97, Computer Terrorism, COSMOS, Cro-
nus, CUN, CUSI, Daffy Duck, Dalila Honorato, DATTA, Defcon, DefCon
V, DERA, DIYbio, Djerassi Resident Artists Program, E911, editorial, Encryption, environ-
ment, Ermes, Espionage, ethnography, FALN, father denial of paternity, FBI, FCIC, FIN-
CEN, Firewalls, FLETC, foam, Furbys, Gaia, game studies, genitals, Hackers, Hes-
iod, HTCIA, hysterical masculinity, IACIS, IFO, InfoSec, interdisciplinary, ISS, JA-
NET, JAVA, ]JDF, JIC, JICC, JICS, LEETAC, Leonardo, LLC, M.A.R.E,, MARE, Mavricks, Mayfly,
Meta-hackers, Military, monsters, MSNBC, NAAP, National Information Infrastruc-
ture, NAVELEXSYSSECENGCEN,NAVWAN, NCCS, NIJ, NRL, NSA, NSLEP, Pacini, Pass-
words, PEM, Perl-RSA, PGP, plastic, ram, rb, RD], ReMOB,
Reno, RENS, resta, rip, RL, RSA, RSO, RSP, rsta, S/Key, SAC-
LANTCEN, SADCC, SALDV, SAMU, SAO, Scientific Delirium Madness, Secert Service, Secure In-
ternet Connections, sickle, spy kids, SSL, STARLAN, sympathetic magic, the Hundred-
handers, Theogony, UFO, Undercover, USCOI, USDOJ, USSS, UT/RUS, UTU, VNET, White
House, womb blocking, Wu, ‘Exatdyyeipeg

Posted on July 21, 2016

6. THE GENITALS FELL INTO THE MUCH-SURGING SEA. “[y]ou can check
lines 188-190 of Hesiod’s Theogyny ‘they fell from the mainland into the
much-surging sea, so that the sea carried them for a long time.” Therefore,
no reference to the place where the genitals fell, but if you keep reading
‘lines 190-200 from the foam around them in the sea Aphrodite was created
near the island of Kythira (south of the Pelloponese) and from there she fol-
lows to Cyprus (next to Turkey). No reference to the island of Kerkyra or
Corfu is made by Hesiod (according to local folklore, based on its shape, the
island is supposed to have been created in the place where Cronus flung the
sickle)’. In conclusion, my advice is to install the sculpture wherever worship
is necessary, maybe, in some of the states where chemical castration is le-
gally used as a punishment for child molestation, for example California
where you are right now. Seems like a very interesting project and the fact
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that it is inspired in Ancient Greek mythology should not limit its place-
ment.”

- Prof. Dalila Honorato, Media Aesthetics and Semiotics at the Department
of Audio and Visual Arts, lonian University in Corfu, Greece

Tags: anthropocene, Aphrodite, art/science residencies, bioengineering, brexit, Carl
Djerassi, Castration, centipede, computer-aided teaching, cross-disciplinary, de-extinc-
tion, desalination, despair, Djerassi Resident Artists Program, educational

games, EU, foam, garbage, genitals, genomes, gitmo, greece, High Voltage, Human Gene Edit-
ing, kronos,Leonardo/ISAST, nanotechnology, ocean, PDR, poetry, social capital, sundee

Posted on July 21, 2016

7. CrispR 'T' Us. Worked on a few DIY centrifuges. Some more fanciful or
dangerous than others. Finally settled in to attaching hypodermic needles
(as eppendorf tubes) to the propellers of a box fan. The grinder was just too
fast, it tried to take flight and shot medical waste in every direction. I am
applying a hand held power sander as a vortex.

For the warm bath I am attaching needles to corks to float them - steep
them in a mug of boiling water. Just gotta make sure there is ice and sperm
and figure out how to catch and grind the centipede without over guilting
out myself. We scanned him and he got named Keith and there was a bond-
ing. For a venomous creature, centipedes are rather cute and intriguingly

image [above]: “DIY Lab Bench”, Photo Credit: Adam Zaretsky, centiSperm, Scientific
Delirium Madness, Djerassi Resident Artists Program, Woodside, California, 2016.
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personable. Perhaps the keeping alive of the genetic heritage and introduc-
ing the centipede genome proximity with the interior of human germ cells is
a sort of continuance after death? Short lived as I plan to use the sperm as a
glaze. I mean a ceramic glaze and perhaps a frosting.

[ was thinking of painting it onto a glazed doughnut or mixing it with
frosting for a cupcake. I can stomach eating centisperm from my own body
(mixed with Keith byproducts). I would of course prefer to mix the sperm in
some vat of human ovum... and screen the blastocysts.

The odds are poor but the number of sperm effected are ~3 million. That
changes the statistical assessment. I just don’t think I can afford 3 million
eggs and there is the time deterrent. It might take years of screening human
embroid bodies to find the centiSperm needle in a haystack. I should like to
take the time to go CrispR ‘r’ Us on the whole scene and target or walMart
the alterations. I would have to bang a load of hox and pax constructs into
eggs and sperm and zygotes to get the oneshotz I am looking to raise.

For now I am focusing on finishing Methods of Transgenesis: Shoot,
Shock and Inject. This month is shock month and completes the triptych of
techno egregiousness. The next year should include designing a library of
possible human transfector plasmids based on as wide a range of aesthetic
transgenic humans as can be cobbled together. How plastic are we?

Tags: centiSperm, creation, crispr, DIY centrifuge, DIYbio, Djerassi Resident Artists Program,

donna haraway, electroporation, glaze, glazed donut, Hox, Inject, invention, lifelike, Methods,
Pax, plasticity, Shock, Shoot, Transgenesis, vortex, waste

Posted on July 25, 2016

8. Leonardo community: HELP DEFINING ReQUEST _ SHLAVACADOO.
Shevakadoo: body remainders, any part of a human separated from the main
body, esp. referring to the taboo surrounding leftover flesh parts.

[ am looking for the correct spelling and a more eloquent or thorough defi-
nition of this neologism emanating from the ten year old nuanced gossip
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channels into the greater world economy of werds. Please help make this a
Wikipedia worthy post or a suave viral novelty word. I do find that saying
Shavacadu three times when confronted by an amputated limb or chunk of
otherwise missing human does help diffuse the situation. centiSperm donut
is glazed/anointed daily.

[ looked for the pronunciation guide and all I could find was:
https://www.youtube.com/watch?time_continue=8&v=3DSgsON3u8E

Tags: Adam Zaretsky, amputee, Bioart, Carl Djerassi, centiSperm, delirium, electroporation,
flesh, FR E SH A VOCA DO, glazed donut, GMO, How to pronounce, leftover, Madness, neolo-

gism, Scientific, Scientific Delirium Madness, Shavacadu, SHLAVACADOO, sperm, taboo,
transgenic

Posted on July 26, 2016

9. A few notes on foam. Pertaining to the castration of Uranus’ Penis by his
son, there is the question of the meaning of the word foam. According to the
mythos, Uranus’ penis was dropped in the ocean and the bubbles or the foam
from the dismembered shevacadoo mixing in the ocean went on to form
Aphrodite. Upon reading about the foam of the castration, I immediately
thought it was sperm leaking out from the severed testicles of Uranus. I
asked around the residency and Maja Spasova, artist and resident at Leo-
nardo Delirium Madness said, “the foam is obviously the sperm mixing with
the ocean, making a baby with the ocean.” It is always nice to hear your kook
based thought process echoed in someone else’s reading of the same sym-
bolic story.

Tags: and the, Aphrodite, artist, baby, bubbles, Castration, dismembered, dropped, echo,
foam, form, in the, kook, leaking, Leonardo Delirium Madness, Maja Spasova, meaning, mix-

ing, mythos, ocean, of the, Pertaining, process, question, severed, shavacado, son, sperm, tes-
ticles, to the, Uranus, Uranus’ Penis, word

Posted on July 26, 2016
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10. Testimony. I remember that the word testament and testicles have etymo-
logical origins in common. Early swearing on the Torah was not always possible
before the printing press. Often it was told that men would take an oath on each
other’s thighs or even under each other’s thighs. Due to the fact that the oath
was a testimony, shy scholars had substituted balls or testicles with the words:
“thigh”, stones or underthighs. The image is of men holding each other’s cojones
cupped in each other’s hands during an oath, this is testimony. Giving each other
testimony on the bollocks makes much more sense than a thigh in terms of re-
lations between honesty and fear of pain. It also shows that the word is made of
flesh as the germline genetic material (sperm and spermatagonia, ovum and oo-
gonia) doubles as a holy book as well as a total trust fall for sure. It is certainly
time to update the translation, re-enter these traditions into the halls of justice
to include bodies of difference to lay oath hands on.

Considering Ruth and other female judges in the Judeo-Christian-Islamic
Trinity of monotheistic cult(ures), we must ask how contestable (con-testicu-
lar) oaths are conducted in lieu of a book between: women and women, women
and men as well as the detailed gender, identity, sex and sexualtity gradations
and off the locus points of the day. The pen and the penis (and the pasta penne)
need a gendered reinscribing, as well as protest (pro-testicular) neologisms be-
yond detestible (de-testicularity) testes, can be converted to gender neutral
(neutered) or pluralized hybrid language of identity biodiversity. The tablets
are not “stones” these days. Penises are not the only thighs in the thicket. WE
need a new embodiment of trust, lineage, language and law crossover that in-
cludes more than thinly veiled phallic worship. Lets get some yoni in that lingam
langue, what Maya Spasova calls, “The Venus in every penis.” A good measure
would be starting from the sum total of a dynamic equilibrium orificial economy
and reverse engineering to a menu of options in the anatomy of testimonials.

All that being said, I killed Keith the centipede. | swear an oath on Gaia’s
ovum... it was no fun. Keith was lit. May heesh live on in the brains and sinews
of those heesh has touched.
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Posted on July 27, 2016

11. centiSperm DIY Protocol: Sperm Desalination. GOALS: To electro-
porate whole genomic DNA from a centipede into the center of human
sperm.

SPERM DESALINATION

Rinsing the sperm is meant to remove the salt from the sample. This is to
reduce the electrocution risk to the sperm during electroporation. The elec-
troporator gives high voltage millisecond pulses and if the sperm is in a salty
seminal fluid medium, the electroporator will just zap the sperm to death.
The process is much like being a human washing machine. The actual pro-
cess is slow, boring and repetitive: spin, drain liquids, agitation rinse, spin,
drain liquids, agitation rinse, spin, drain liquids, agitate into a sort of gel.
Matteo was heard to say, “This is why I stopped being a scientist.”

A - Obtain Sample

B - Put sperm in tubes

[ had very few tubes with me. I thought to use disposable pipettes but I got
worried about sperm spray because the tubes would have no tops. I bought
hypodermic needles at the Wallgreens to use as sterile tubes. I figured that
the syringes could be spun and the heavier sperm would deposit the pellet
onto the black rubber plunger and then I could push out the liquid (super-
natant) and suck in new liquid to resuspend into (vibrating agitation rinse).
[ used electrical tape to secure the needle closed. I used the screw-on.twist-
off luer lock for as the cap for the syringe tube. This made accidental sharps
sperm injection much less likely! I also taped the plunger closed so it
wouldn’t fly off the fan releasing sperm in a circular spew pattern. I left tape
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image [above]: “Soap, Salt, Sperm”, Photo Credit: Adam Zaretsky, centiSperm, Scientific
Delirium Madness, Djerassi Resident Artists Program, Woodside, California, 2016.

slack so I could still plunge without having to worry about coating the place
with a thin film of half rinsed ejaculate.

C - Spin to make pellet (natant)

[ was going to buy a hand-powered centrifuge but I thought better of it. I
tried to make due with what I had brought and immediate materials. Alt-
hough a DIY handheld grinder centrifuge was beta tested. The results were
dangerous. David Bowen and I put the grinder in a vice and stepped out of
the shop to plug it in. The attachment took air, collided with the vice and self
destructed sending shrapnel in every direction. We were nearly maimed in
the face by a projectile syringe.

The DIY box fan centrifuge was the answer. I drilled holes in the plastic
fan blades and zip tied the syringes to the blades of the fan. It took a little
time to cut them off between each cycle but we did see a thin white line of
sperm solids around the plunger after each spin.

Spin for about 3 minutes
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D - Throw away supernatant (liquid)
Plunge the seminal fluid supernatant into the bleach bath.

A word on DIY Biosafety: When working with human fluids, it is good to have
art as a shield from the health department. Art is not usually considered to
be stringently regulated, as are federally funded laboratories and biobased
economy manufacturing processing plants. Using somewhat dangerous ma-
terials in performance art or DIY labs is generally ignored. Not that the
health department doesn’t have jurisdiction. There are just some funny
ideas about art. It is generally considered to be sort of like a party in the
ambi-bathroom of a good afterhours club. Art is a sleazy urinal cake. So, the
mythos of general consensus art freedom from oversight is sort of a mix be-
tween fourth amendment freedom of expression issues and that soldier of
fortune motto “kill em all, let god sort em out”. This is the attitude towards
the arts and artist’s in general society. This is to say that the impact of art is
zero to nil in the public eye and the desperate narcissism of most artists
doesn’t hinder this vision. Proclaiming yourself an artist is like wearing a
classless green translucent plastic masochist visor on your head. Artists sig-
nify as frivolous, expendable and hence deregulated. It is sort of an unsaid
authoritative death wish hex that translates to freedom from funding and
freedom to self regulate. Nonetheless, | used a water purification pill good
for 25 liters in a bin as a bleach bath for both used fluids and plastic dispos-
able trash. No harm in sterilizing the shit out of stuff, neh?

Just suck distilled water into the syringe. Use the syringe plunger to fill
the syringe with distilled water. Don’t forget to leur lock the sealed needle
back on the syringe so there is minimal leakage.

F - Vortex

Avortex is a great home toy to investin. It is an industrial strength vibrating
twiwrler. Its major use in a lab is for resuspending tacky solids stuck to the
bottom of tubes after centrifugation. It can also be used a fun drink mixer. It
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does make that tell tale tornado in fluids pressed onto the nob of the vortex.
The strength and RPM is well beyond the standard vibrator so there are
other more potent uses for a home vortex related to: massage, deep tissues,
and earthshaking stimulation possibilities. Well I left my home vortex at
home. The DIY vortex for resuspension was simply to attach two syringe
wrappers to a handheld sander and let the sander shake and vibrate the
sperm solids back into solution with the saltless distilled water rinse. Some-
times [ would press the hypodermics onto the sander surface to see the lig-
uids really shaking and splashing and spinning and waving about. It worked!
It was a little foamy, frothy for professional use, but the saucy was scenic.

G - Spin to make pellet (natant)
Spin for about 5 minutes

H - Throw away supernatant (liquid)
Plunge the distilled water seminal rinse supernatant into the bleach bath

[ - Replace distilled water with ice cold distilled water

] - Vortex

There was some leakage of sperm from inside the hypodermics to outside
on the surface. Good thing this lab was mostly stag. Gloves were offered and
the dangers explained. But, during vortexing, the shaking and vibrating of
the lost droplets of sperm appeared as foam. This again confirms that sperm,
left out and agitated by waves, does make a foam! This foam is thick, me-
ringue-like, white, bubbly, a shave cream consistency, a lather of leaky
fluffed goo spread. Its an epic yuck factor emollient. It’s also proof of concept
in the foam as castrato sperm meets ocean vortex theory of Aphrodite’s
origin.

K - Spin to make pellet

L - Throw away supernatant
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M - Replace ice cold distilled water with ice cold Glycerol

[ bought glycerine at an uptown health and beauty herb pharmacopeia called
Pharmaca in PaloAlto. It was the cheapest item in the storehouse of flower
dew remedies and herbal tinctures. Glycerol is 10% glycerine. That is 9 parts
distilled water and one part glycerine. A solution of glycerol is often used to
keep just to keep mixtures suspended in a smooth, moisturizing solution. It
is also a sort of preservative. For vegetarians, there is plant-based glycerol.
Glycerol is used in lots of stuff we use every day. You can find it in shampoo,
water based sex lubricants and in this case, a suspension of sperm. If well
screened, young sperm suspension with a little fragrance, perhaps lavender,
might make a very good face and cuticle cream for the boutique beauty prod-
uct market.

Tags: 2.7 oz., Adam Zaretsky, art/science, Bioart, biosafety, bleach, California, castrato, centi-
Sperm, centrifuge, Cream, delirium, desalination, DIYbio, Djerassi Resident Artists Program,
ejaculate, Funkart, Glycerol, hypodermic, Leonardo Delirium Madness, leur, Masturbation,
New Age, Palo Alto, pharmaca, POWER, R.N.A,, Radical, Saks Fifth Avenue, Scientific Delirium

Madness, SK-II. Women's, Skyline, sperm, supernatant, syringe, voltage, vortex, walgreens,
Woodside

Posted on July 27, 2016

12. centiSperm DIY Protocol: Centipede DNA Isolation
CENTIPEDE DNA ISOLATION
A - Kill Centipede

B - Mash with mortar and pestle

This was no easy feat. The night I scanned the centipede the other residents
named him Keith! And Keith nearly escaped. I fed and housed him, changed
her stream water and caught it bugs. I even found that he preferred raw
meat but not fat. With a name and care, Keith felt more like a pet. Also, the
skittering, curious and loungy attitude of Keith suggested a fine sentient per-
sonality. The antennas poking and wriggling in unison and independently
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spoke tomes. Even the fear of a venomous organism showing signs of ex-
tremely honed escape tactics gave me vast respect to the centipedes of this
world.

There is no respectful death possible for an organism to be used for bi-
oart. Still, a good death was considered. There is little written about insect
euthanasia. We considered drug overdose but it was unknown if insects re-
sponded to diazepam derivatives. I was of the notion that fast, near instan-
taneous destruction was the best method. Its just a bit of that ultraviolence,
smash and grind will do the trick. But, we did try out cryanesthesia (freez-
ing) in the hopes that Keith would be numb. As usual with these death ritu-
als, it is not easy.

Ooops, lame research revealed belatedly:

“The British and Irish Association of Zoos and Aquariums (BIAZA) Terres-
trial Invertebrate Working Group (TIWG) reports on a survey conducted by
Mark Bushell of BIAZA institutions. He found that refrigeration and freezing
were the most common methods ‘of euthanasia of invertebrates although
research has suggested that this is probably one of the least ethical options.’
Thatsaid, freezing is a worst-case method if chemical or instantaneous phys-
ical destruction is not possible.”

- Sarah Pellett; Romain Pizzi; Steven Trim; Mark Bushell; Dave Clarke; Jamie
Wood (Jun 2015). BIAZA Recommendations for Ethical Euthanasia of Inver-
tebrates (2.6 ed.). British and Irish Association of Zoos and Aquariums.

Keith began to wake from his semi-frozen slumber as the brass mortar came
down on her in the porcelain pestle. Keith was mashed in seconds and the
interior looked a lot like blended shrimp meat and the only recognizable
remnants were some legs that stuck to the side of the pestle and a long
sheath of segmented centipedal chiton all covered in goo.

C - Mix mashed centipede with distilled water, salt and a tiny drop of soap

D - Let centipede mash sit in hot water bath for 5-10 minutes
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[ had earlier determined that hypodermic syringes do melt in boiling water.
So, I mixed the centipede mash in a tube that had contained a really nice SF
styled joint with some remnant cannabis in the bottom. Actually, the Canna-
bis Indica genome was isolated with the centipede genome and they both
live on in the centiSperm to some extent. [ will resist calling this project
centi-midnightToker-Sperm for lack of text space on the interwebs. I did
make a tube floatation device for the hot water bath. I used plastic netting
and corks. There are many corks at the Djerassi Residency, many!

E - Spin to make pellet

F - This time keep the supernatant and throw away the pellet
G - Move liquid to new tube

H - Mix 50/50 with high proof vodka or Everclear

[ - Spin at high speed for 10+ minutes

] - Pour off the vodka super natant

K - Let the pellet dry aerating until there is no alcohol left

L - Resuspend in 100 microliters of distilled water by pipetting up and down
over and over until the DNA pellet is mixed in with the water.

For this step I used my hand held 20-200 microliter pipette but I had not
remembered to bring sterile pipette tips. Well I cut some myself from dis-
posable pipettes. I know they are not calibrated but they sure work well and
the proportions were right!

Tags: (), .45, .ch, i, .tc, .tm, 007, 1*, 1071, 1080H, 11Emc Choe, 127, 15kg, 192.47.242.7, 1ee,
20, 2010, 20755-6000, 226, 22nd SAS, 2600 Magazine, 2E781, 2EME REP, 355 ML, 36, 3B2,
3P-HV, 50BMG, 50MZ, 5926, 5ESS, 64 Vauxhall Cross, 69, 707, 737, 747, 757,767,777, 7NL
SBS, 800, 868, 877, 9705 Samford Road, a, ACC, Active X, Adriatic, afsatcom, AFSPC, AGT.
AMME, AHPCRC, AIMSX, Aldergrove, Alouette, AMEMB, Amherst, ANC, ANDVT, Angela, Anon-
ymous, AOL, AOL TOS, ARC, Archives, argus, Arnett, ARPA, Artichoke, ASDIC, ASIC, ASIO, ASIS,
ASLET, ASO, Asset, AST, ASTS, ASU, ASVC, ASWS, AT, Audiotel, Austin, AUTODIN, AVN, b,
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13. Electroporation Protocol, the making of centiSperm
ELECTROPORATION, THE MAKING OF CENTISPERM

A - Mix sperm and DNA in the electroporation vial (cuvette)
For each reaction mix 10 microliters of centipede DNA and 50 microliters of
desalinated sperm directly inside the electroporation cuvette

B - Put cuvette inside of the electroporator

C - Set voltage

[ did one reaction at 200 volts which seemed standard in the sperm electro-
poration. I also ran a second reaction at 1800 volts just to make it rough.
Sometimes when you are running a rough DIY lab its better to go for overkill
than treading to closely to the protocol. More is sometimes a matter of affect.
But more actually often does the trick!

D - Press button twice to fire machine. Wait for beep (about 2 seconds)
E - Apply refresh media

For this lab I used 10% vitaminwater® XXX acai-blueberry-pomegranate
flavored (Glaceau) put through a 3 micron Gelman Filter. The refresh media
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was prepared before the electroporation reaction.

centiSperm as a new media is now available for experimentation.

Tags: 3 micron, agai-blueberry. pomegranate, Adam Zaretsky, art/science, centiSperm, cross-
disciplinary, cuvette, DIYbio, Djerassi Resident Artists Program, editorial, ejaculate, electro-
poration, environment, erotic, Filter., flavored, game studies, Gelman, Glaceau, interdiscipli-
nary, kanye, Leonardo, Leonardo/ISAST, lost, misha, neologism, orlando, refresh, Scientific
Delirium Madness, tony, viral, vitaminwater, XXX, youtube
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image [left]: Comix of centiSperm Lab.
Matteo Farinella, neuroscientist,
cartoonist and illustrator Pen and Ink,
Scientific Delirium Madness, Djerassi
Resident Artists Program, Woodside,
California,
http://leonardo.info/blogs/centisperm-
diy-protocol-sperm-desalination/
http://leonardo.info/blogs/electroporat
CENTIStERR ,{!_/ ion-protocol-making-centisperm/
http://matteofarinella.com, 2016.
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14. centiSperm Product Orientation Seminar. Now that the centiSperm
exists, we begin concern ourselves with artSci research and development.
What can be done with this novel new media biotechnological product? Are
there scientific theories, artistic practice, bioethical debates and profitable
applications to stem from this?

Products:

Artificial Human Gene Screwed centiSperm For Sale

My initial plan was to offer the centiSperm online as a posthuman artificial
insemination product. I am sure there are people out there on the world
wide media net web who would like a centiBaby. I haven’t had my sperm
screened for safe resale and no one locally wanted to commit to a long-shot
mutant interspecies jazz insect child.

centiSperm Glazed Donut Product Line

[ began to anoint one of Celia Olsen’s homemade donuts with centiSperm.
Actually I have glazed that donut once or twice a day for the past five days.
This a perhaps a boutique edible for a dedicated foodie. Perhaps Tim Hor-
tons might be interested in licensing centiSperm glazed donuts?

centiSperm Glazed Ceramic Sculpture
[ did build a ceramic sculpture to honor Uranus’ castrated penis. [ will fire it
tonight and glaze the penis with centiSperm as a physical ceramic glaze. This

image [above]: “DIY Lab Bench 2”, Photo Credit: Adam Zaretsky, centiSperm, Scientific De-
lirium Madness, Djerassi Resident Artists Program, Woodside, California, 2016.
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should adorn the sculpture with a burnt offering and test the applicability of
centiSperm as a second level of anointed glaze.

Novel Birth Control: centiSpermicide

[ am a bit worried that [ am incubating more than insect-human hybrid germ
cells. The centiSperm glazed donut could be a petri dish for naturally found
airborne pathogens that feed on sperm. Although the statistical risk factor is
low, anytime you feed human cells you should be aware of what or who
might grow on the rich lawn of easy to scavenge tissue. On the other hand,
we may be hunting for a volunteer novel spermicidal agent that could be use
as an additional spermicide in our arsenal against unwanted pregnancy. cen-
tiSperm as a medium can be used to bait and check novel organisms. Any
microbial or fungal life that can grow on a centiSperm Glazed Donut incuba-
tor will be potentially resistant to centipede venom. This means that we may
be able to derive a new spermicidal secondary metabolite from the microor-
ganisms that can be used in conjunction with various forms of centipede
venom therapies without deleterious drug interactions.

Tags: Adam Zaretsky, anointed, art/science, Artificial, Bioart, Birth, castrated penis, centi-
pede, centiSperm, centiSpermicide, Ceramic, ceramic Glaze, child, Control, Cronos, Djerassi
Resident Artists Program, environment, factor, For Sale, glazed donut, Human Gene, insect,
interspecies, jazz, Leonardo, Leonardo/ISAST, Line, mutant, Novel, Product, risk, Scientific
Delirium Madness, Screwed, sculpture, statistical, Tim Hortons, Uranus, venom therapy
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15. Flight of the centiSperm.

Flight of the centiSperm

David Bowen a collaboration with Adam Zaretsky

So David Bowen came up with this idea of using the centiSperm as a data set
for flying his drone. He and Asa Calow shit talked some tech and David built
a rotating four well conductivity meter dubbed the Jizalizer 3030.
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centiSPerm (Human sperm combined with DNA from a centipede) was used
as a data set. Relative electrical flow was measured over time from the cen-
tiSperm producing data as the cells containing it decayed. This data was
scaled and correlated to Latitude, Longitude and Altitude respectively. The
XYZ/time data plot is neither devoid of the potentially legible nor is it easy
to find meaning in. However, a fabulous graphic plotting of the loci was pro-

image [left]: Flight of the
centiSperm, centiSperm
Conductivity Data Acquisition
along with an autonomous drone
path based on centisperm data
instructions - David Bowen:
Duluth, MN. Media Artist with
Relative Capacitance Advisor: Asa
Calow: Cheshire, UK,
Biotechnologist, Timelaspe Photo
Credit: Weidong Yang, San
Francisco, CA. Physicist
http://leonardo.info/blogs/flight-
centisperm/.

duced and it a find piece of the Jizalizer 3010 centiSperm continuum.
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Spirits Of Djerassi, Maja Spasova,
London, UK and Berlin, DE, visual
artist.
http://leonardo.info/blogs/maya-
spasova-centisperm-drawings/,
Scientific Delirium Madness,
Djerassi Resident Artists Program,
Woodside, California, 2016.

The coordinates were uploaded to the drone and it flew autonomously
based on the DNA instructions. Weidong Yang took a fabulous time-lapse
photograph of the flight at night. The LEDs left a trail of four-dimensional
semidata in the sky.

The use of a drone for data point plotting made for some complex read-
ings. As you can see there are distinct coordinates of chaos on the stability
locus of the flight path. The pauses and directional flavor of the Flight of the
centiSperm led to group quizzical guesses as to what the 4D trail might im-

ply.
Tags: Adam Zaretsky, Asa Calow, Bioart, centiSperm, data, David Bowen, DIYbio, Djerassi Res-

ident Artists Program, drone, drone art, Jizalizer 3010, Leonardo/ISAST, loci, plotting, point,
Scientific Delirium Madness, sperm, Weidong Yang

Posted on August 02, 2016
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16. Maya Spasova, centiSperm Drawings. Maya Spasova, London, UK. Vis-
ual Artist observed the centiSperm project and then took to drawing or
channeling the lives of the centiSperm. Some are intertwined with each
other. Some have wings. Some are forming into embryos. Some are flying in
the sky. Derived from direct experience and delving into the unconscious
connections to such a symbolic hybridity, Maya mixed snakes and angels,
embryos and insects, clouds and DNA. Along with all the other prolific art-
istry Maya unleashed at Djerassi, she made 100+ centiSperm symbolically
influenced drawings and embryonic sculptures.

Tags: centiSperm, Djerassi Resident Artists Program, Scientific Delirium Madness

Posted on August 02, 2016

17. Uranus’ Castrated Penis: centiSperm Glazed Ceramic Sculpture. The
centiSperm was applied to Uranus’ Castrated Penis as a glaze. The sculpture
fired well. The centisperm effect is basically un-perceptible. Yet, there is a
pearly sheen to the penis of Uranus. Certainly, the ritual process of anointing
the lingam, even the lingam forcibly removed, is of discerning taste. Here are
some pictures of Uranus’ Castrated Penis. This sculpture is a tribute to Rob-

ert Arneson (a former teacher) and the NorCal Funk Artists.

Tags: Adam Zaretsky, art/science residencies, Arti, behavioral studies, Bioart, Castrated, cen-
tipede, centiSperm, Ceramic, cross-disciplinary, DIYbio, Djerassi Resident Artists Program,
Funk, Funk Art, Glazed, glazed donut, Leonardo/ISAST, NorCal, penis, plastic, Robert
Arneson, sculpture, Uranus

Posted on August 06, 2016

Credits: centiSperm was made during research as a Sponsored Resident,
The 2016 Scientific Delirium Madness Residency, a collaborative initia-
tive of Leonardo/The International Society for the Arts, Sciences and
Technology (ISAST) and Djerassi Resident Artists Program (DRAP)
http://www.djerassi.org/2016artists.html with support from Bulldog
Bio’s Bridge Electroporation Cuvettes, Marist College Summer Research
Grant, and The John P. and Susan D. Diekman Fellowship.
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image [left]: Castrated Penis of Uranus, centi-
SPerm Glazed Ceramic RetroFunkart Sculp-
ture, Scientific Delirium Madness, Djerassi
Resident Artists Program, Woodside, Califor-
nia, http://leonardo.info/blogs/uranus-cas-
trated-penis-centisperm-glazed-ceramic-
sculpture/, 2016 Photo Credit: Adam Za-
retsky.
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Ian Haig

Impossible and Incompatible Bodies

[Abstract] [ am interested in the incompatible aesthetic of the messy, abject body and its
aesthetic opposite: the clean, sterile and technological. The aesthetics of the abject and the
technological seem to operate at opposite ends of the aesthetic spectrum.

For some time now a theory for the body within new media art culture has been devel-
oped, including the disembodiment, augmentation and extension of the body within emerg-
ing media. However, it is my proposition that with all this talk of the body and art and tech-
nology, a theory of the abject body within the genre is not present. The eradication and jetti-
soning of the abject body from the framework of art and technology appears to be as violent
and absolute as the aesthetics of the abject body itself.

Hal Foster spoke of the return of the real and the return to the body in art in the 1990s,
It is my position that twenty years later in 2016 we see the return to the body, but unlike the
1990s’ “abject art” the contemporary media environment has amplified an awareness of our
own corporeal bodies. Increasingly we are often confronted and forced to re-familarise our-
selves with our own bodies, their fragility and biological corporeality all amplified by the om-
nipresence of its aesthetic opposite: the rational and logical technological media landscape.

[Keywords] bodies, visceral, corporeal, media, abject, art, technology

I n 2016, we are seeing a return to the visceral body, however, this is not
occurring in the idiom of media art. For example one only has to look at
the explosion of mainstream television shows like Embarrassing Bodies, The
Biggest Loser, Supersize vs Superskinny which revels in the abnormal and vis-
ceral body in all its glory, to the body horrors in popular TV series like The
Walking Dead, Dexter, and Hannibal. We are surrounded, it would seem by
visceral bodies in a large percentage of popular screen/media culture but
not in the discipline of media art. The very genre which identifies itself as
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“media art” removes itself from cultural manifestations of the visceral and
corporeal body so commonplace in popular “media”. This invisibility of the
abject body within media art culture possibly comes back to the old dichot-
omies of high and low culture. Rather than embracing the extremes of the
body - with all its grisly abjection - media artists separate themselves from
such sensationalistic, crude and lowly themes.

Mike Kelley, for example, refers to the binaries of the art world not as
high and low, but as allowable and repressed!. He argues that the official art
world allows and engages a certain kind of art practice and represses an-
other. Adrian Martin too echoes this concern: the occluded inner body is often
tastefully censored from humanist, middlebrow (and High Art) representa-
tions2. The increased consumption and viewing of visceral bodies through
various popular media and digital screen technologies amplify our own bod-
ily corporeality and abjection, as critically highlighted by Hal Foster where
he states how increasingly ones own subjecthood is affirmed by the destruc-
tion of other bodies on screen3.

With so many possibilities now available for viewing the visceral screen
body - what does it mean for the real body in this mediated and increasingly
virtual environment? New and emergent technologies are imbued with a
dominant paradigm of progress and advancement (faster computers,
higher-resolution displays etc). It is, therefore, ironic that the actual pro-
gram content delivered by broadcasters via sophisticated high definition
video, fast internet bandwidths, and streaming digital videos are of visceral,
body horror. However, Media-art practices which often utilise these same
new technologies present the viewer with a body that is often removed from
the corporeal, its visceral materiality, and related aesthetics of disgust and
repulsion.

1]. C. Welchman, I. Graw & A. Vidler, Mike Kelley. Phaidon Press 1999.
2 A. Martin, Body Dysmorphic Order (Catalogue essay for Video Nasty), 2015.
3 H. Foster, Return of the Real. MIT press 1996.
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The genre of Bio art is possibly an exception here, whereby many bio art
works do slide into messy, moist and potentially abject territory and clearly
bio art is all about re-instating the material of the body, opposed to its de-
materialisation through other digital means. However, [ believe Bio art sits
outside of the definition of media art and is often underpinned by an empir-
ical and sanitised bio-science framework. The abject body operates as the
fundamental opposite to the scientific body. It is the body of disease, decay,
and the dying. It is the body that sits outside of classification, meaning and
value. Abjection that is present in the discipline of science is quickly ren-
dered non-abject due to its context in the clinical, the educational and the
value system of scientific inquiry; it is within a paradigm of rationality, em-
pirical knowledge, and progress, hardly the spaces of bodily abjection. The
inability for science to represent the abject body without the frame of the
clinical and the narrative of progress is perhaps the inability for a media arts
culture which embraces the idiom of science to incorporate it into its own
aesthetic framework.

Hardwired into so much media art is the notion improvement, advance-
ment and progress which is also a common narrative found in many of the
Ad campaigns for commercial developments in technology from smart
phones, digital cameras to the latest software updates. It would appear, then,
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that the abject within the context of emerging media art culture provides an
important and critical function: to disrupt, eradicate and short-circuit the
discourse and framework of technological utopianism, determinism and in-
deed progress.

Georges Bataille developed the notion of base materialism as a general
concept for matter that culture and society had no use for; such matter is
often formless and has no rights to speak of. In the context of art and tech-
nology, which has as its foundation ideas of progress, advancement, and for-
ward thinking, base materialism like the abject body is clearly a concept that
has no currency or purpose* and it is precisely because of this that the abject
body is of interest in such a context.

In 1996, Hal Foster spoke of the return of the real, the return to the body
in art, and a focus on materiality and the bodys. In many respects, the con-
temporary popular media environment has amplified an awareness of our
own, individual, bodily abjection. In direct contrast to the digital screen and
technology’s perfection, speed, resolution, and rationality we are reminded
our bodies remain primitive, irrational, messy and most of all abject.

In the mid-1990s, abject art and bodily themes of disease, horror, con-
tagion, and the visceral were making an appearance in the visual arts, how-
ever, in new media art of the 1990s, the opposite was occurring. Utopian
narratives of the digital revolution began to appear along with virtual real-
ity, and the promise of no body - and with it - no abjection. Since the 1990s
the developing world of digital technology within the idiom of media arts -
of computers, the web, virtual reality — has seen the focus move away from
the corporeal body as a site of abject materiality to the world of the digital -
to the spaces of screen culture, interactivity, immersive worlds, data

4 G. Bataille, Visions of Excess (Selected Writings 1927-1939). University of Minnesota Press
1985, 51.
5 H. Foster, Return of the Real.
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spheres, information systems, networks, computer programming and aug-
mented realites.

[ am interested in the incompatible aesthetic combination of the messy,
valueless, abject body and its aesthetic opposite: the clean, sterile, rational
and technological. The aesthetics of the abject and the technological seem to
operate at opposite ends of the aesthetic spectrum. The idea of abjection
functions according to Mark Dery as a:

bracing corrective to the frumpy, middlebrow morality of the
mainstream art world. The politically correct, bourgeois mind
insists that our guilty cultural pleasures be validated by "re-
deeming qualities”; it cannot countenance abject art that de-
lights in the irredeemability of its subject and hence of itselfs.

For some time now a theory for the body within media art culture has
been developed, including the disembodiment, augmentation and extension
of the body within the space of emerging media. However, it is my proposi-
tion that with all this talk of the body and art and technology, a theory of the
visceral and abject body within the genre is not present. The eradication and

6 G. Lovink, “Building a progressive, pragmatic Futurism (an email interview with Mark
Dery)”, http://thing.desk.nl/bilwet/TXT/dery.txt.
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jettisoning of the abject body from the framework of art and technology ap-
pears to be as violent and absolute as the aesthetics of the abject body itself.
Dery again has made the point:

It’s the body’s job, these days, to be a symbol of “detestable pu-
tridity” in the eyes of an Information Society hallmarked by an
exaltation of mind and a contempt for matter, most of all the ag-
ing, earthbound relic of Darwinian evolution that the digerati
sneeringly refer to as “meat’.

In some respects, the representation of the abject within culture is now
found not in the pristine white washed hygienic walls of the gallery and mu-
seum, nor in the progressive worlds of media art and art and technology, or
even in the wet science lab but in the mysteries of the network that is the
internet. The web is now the cultural site for extreme bodies, diseased bod-
ies, horrible bodies, bodies in states of decay, bodies beyond repair, inside
out bodies, bodies beyond abjection. How can one produce abject art in the
era of the web and the over-visibility of the abject, visceral body? Some of
my own projects have attempted to reference the “abject internet” in a vari-
ety of lateral ways - represented as bio-morphic horrors, and physical man-
ifestations of new kinds of bodies which the web has given birth to.

Beyond YouTube, the website that functions as a direct link to the patho-
logical and disturbing is rotten.com, a website that is probably the closest
thing to a snuff film. Attracting over fifteen million hits per day and online
since 1996, rotten.com, with its pathological archive of sicko images of de-
capitations and grisly images of manufacturing industry accidents and other

7 M. Dery, “Medium Rare”, 1998, 21C, http://www.21cmagazine.com/Mark-Dery-Medium-
Rare.
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assorted horrible imagery, it offers a shotgun blast in the face of decency.
Rotten.com is the internet as putrefaction. As their byline states; a truly un-
pleasant experiences. This is the web at its most disturbingly abject and base,
a door into all that is depraved and extremely nasty. The site’s sheer popu-
larity and longevity are testament to its audience’s never-ending fixation for
the unshowable and the unspeakable.

Of particular interest here is Colin McGinn’s notion of cinema which he
states can only ever depict quasi-disgust?, as we are protected from real dis-
gust and abjection because cinema as a form primarily consists of projected
light. Within the context of visual arts and specifically media arts, abjection
can never entirely offer a sense of contamination or contagion for abject ma-
terial in the art world also deals in abjection only as simulacra. This is a crit-
ical and important point my own work explores; the abject is entirely and
self- consciously fake, simulated and artificial - it is abjection as representa-
tion, for this is all it can ever really be. My version of abjection is mediated

8 http://www.rotten.com.
9 C. McGinn & S. Riches (ed.), The Philosophy of David Cronenberg: The Fly and The Human:
Ironies of Disgust. The University Press of Kentucky 2012, 374.
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through the lens of the body horror movie, the internet, B grade theatrics
and other cultural sites of bodily abjection and representation.

However, the notion of abject art is in itself somewhat problematic and
needs further analysis as Hal Foster puts it:

Can the abject be represented at all? If it is opposed to culture,
can it be exposed in culture? If it is unconscious can it be made
conscious and remain abject?10

In many ways, the site of the gallery or art museum as a validated cul-
tural space is probably the last place that the truly abject can occur. Ulti-
mately the abject is that which takes place outside of culture because like
the monstrous, once such material is domesticated and accepted by culture
it ceases to be abject. The very notion of its inclusiveness and its acceptabil-
ity short-circuits its status and its power of abjection.

Underpinning this is the idea of exclusion, for the abject can only ever
retain its power when it is operating outside of a cultural context (the notion
of the underbelly of the abject internet as operating outside of “culture” is
important here). Any real notion of transgression in art practice becomes

10 H. Foster, Return of the Real.
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highly questionable when the very framework of the art institution or mu-
seum allows the transgression to take place and indeed accepts it. It’s also
worth remembering that within the world of contemporary art the label of
Abject Art was essentially coined and validated by a major cultural institu-
tion such as The Whitney Museum in 1993 in the seminal show Abject Art:
Repulsion and Desire in American Art. The abject is clearly no longer the out-
sider, the other, the marginalised. It is no longer the domain of underground
art cultures and subversive performance art but accepted and in some
modes of cultural production, expected.

[t appears that the more advanced our technologies become - the more
sophisticated our mediated environment and digital delivery systems - the
more there is a desire for the primitive, the violent and the visceral. In re-
sponse to the development of such technologies, our primitive evolutionary
switches are turned on and our latent appetite for the visceral is activated.
An unconscious need arises for such material. . G. Ballard refered to the no-
tion of pure visceral sensation when often referring to the contemporary me-
dia environment, where he points out:
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The media landscape of the present day is a map in search of a
territory. A huge volume of sensational and often toxic imagery
inundates our minds!L

Such abject and visceral imagery is no longer out there, external to our-
selves and our world, but is now, in a very real sense, part of our developing
unconscious, defining who and what we are.

Matteo Pasquinelli has asked the question of the true nature and latent
meanings of our media landscape:

What is the nature of this dark side of the machinic landscape?
Irrational violence, animal instincts, sexual impulses and natural
aggressiveness emerge as constitutive of the “biomorphic hor-
ror” pulsating through the collective technological imaginary?2

Perhaps contemporary culture is already so enthralled and obsessed with
such topics that the media arts offers us an alternative, an escape route

11], G. Ballard, Atrocity Exhibition. Harper Perennial edition 2002.

12 M. Pasquinelli, Excerpt from Animal Spirits: A Bestiary of the Commons. Rotterdam: NAi
Publishers / Institute of Network Cultures) 2008, http://www.ballardian.com/animal-spir-
its-a-ballardian-bestiary.
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from the abject bodily reality of our lives and provide a clear move away
from the worlds of rotten.com, pathologies, disease and body horror.

[ want to return to J. G. Ballard once again, for perhaps it’s Ballard’s ob-
servation which so accurately sums up the condition of the contemporary
networked media landscape which has become such an integral part of our
lives - this condition that combines our love affair with the same technolo-
gies and networks of consumerism and the darker edges of technology as a
source and facilitator for human perversion and the potentially visceral:

The marriage of reason and nightmare which has dominated the
20th century has given birth to an ever more ambiguous world.
Across the communications landscape moves the specters of
sinister technologies and the dreams that money can buy?3.

Here Ballard defines the aesthetic that, in many respects, summarises
much of my research: “the marriage of reason and nightmare”. Technology;
the computer, programming, electrical motors, and wiring, hardware, video
screens, data, all fused with the abject, the visceral, the non-technological,

13]. G. Ballard, “Introduction” to the French edition of Crash, reprinted in Crash. London: Triad
Paladin 1974.
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the bodily, the repulsive, the unpleasant and the perverse. Importantly what
appears to be a seemingly incompatible aesthetic within the worlds of media
arts culture, art and technology and the abject is, as Ballard points out, en-
tirely compatible, the essence, in fact, of our contemporary media-driven ex-
istence.

While the culture of media arts appears to be one area where the abject
has not been accepted, tolerated or included. Like a homeless bum who is
rejected from society, in order for society to reach its ideal, it would seem
media arts culture has eradicated the abject in order to attain its own ideal.

Finally, as our identities and biologies have now extended into the
framework of the screen and the media landscape, curator, and critic Joshua
Decter has pointed out:

media cultures are a euphemism for how we reproduce our-
selves, as a society, into a spectacular - i.e., ocular and aural -
organism whose viscera has become technology itself+.

14 7. Kaplan, Art Focused and Distracted: Three New Media Exhibitions Curated by Joshua
Decter, 2014, http://rhizome.org/editorial/2014/apr/28/art-focused-and-distracted-
joshua-decter/.
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ANAMEZA XTHN AAHOEIA KAI THN [IAPABAZH:
H METAAAATMENH ®YZH THE ENIZTTHMONIKHE EIKONAX

BETWEEN TRUTH AND TRANSGRESSION:
THE SHIFTING NATURE OF THE SCIENTIFIC IMAGE



Rob Kesseler

Beyond Effect:
Chromatic Transgressions and the Scientific Image

[Abstract] In a recent advert on the website of the Royal Microscopic Society a course was
being offered in “Enhancing your image”. The course aimed “to give delegates an introduction
to the basics in colouring and enhancing images taken on a microscope with Adobe Pho-
toshop, enabling them to make their images even more beautiful and inspiring”. So how does
this square with scientific truth?

Technology dissolves boundaries but lays traps for the unsuspecting user. Until recently
the rules governing the use of imaging programmes for the scientist have been determined
by the discipline, protocols to be observed to ensure that effect does not undermine the role
of the image as proof, evidence of a measurable investigation. But now it would seem that
“beauty” is an admissible quality. Leaving aside how one defines beauty in this context the
opportunities for scientists to project their images to a wider public are increasing as wit-
nessed by competitions like Nikon Small World. These competitions reveal a dazzling and
colourful array of neural networks, bacterial monstrosities and other micro-organisms se-
lected and judged for scientific relevance, originality, technical proficiency and visual impact.
With such prescriptive criteria it is not surprising that much of this work is shunned or dis-
missed by the art world, and understandable given the lack of any clear aesthetic or critical
position. Ignorance of scientific content also inhibits evaluation by the non-specialist, but the
art world too is shackled by its own reluctance to engage with work that does not conform to
the vagaries of its own rules. Witness how long it took for photography to be accepted as an
art form.

Transgressive boundaries evolve out of habit and ignorance. To dissolve the barriers, to
create meaningful, informed work that goes beyond the superficial, beyond the “creative by-
passing of scientific grammar”, to explore ideas of commonality and difference that can strad-
dle these seemingly detached communities requires a deeper exchange. The practices of sci-
ence and art may be considered as a process and a product, a way of examining the world
through a series of filters. The effect of these filters serves to reveal subjects under new con-
ditions, exposing the hidden, clarifying ambiguity, concealing the unwanted and in so doing
to provoking alternative observations and arguments. A process of subtle distortion and me-
diation.

[Keywords] microscopy, colour, science, image
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B etween truth and transgression. In a recent advert on the website of

the Royal Microscopic Society a course was being offered in “Enhancing
your image”. The course aimed “to give delegates an introduction to the ba-
sics in colouring and enhancing images taken on a microscope with Adobe
Photoshop, enabling them to make their images even more beautiful and in-
spiring”!. So how does this square with scientific truth? And whose defini-
tion of beauty is being applied?

If we browse through the pages of websites like Nikon Small World or
the winners of the RMS imaging competition we witness high-chroma pat-
terns of cellular structures, complex meshes of neural networks, crystalline
fractals and miniature monsters of sci-fi proportions. Images from the Hub-
ble Telescope also offer colourful auras of distant galaxies. They are indeed
spectacular and visually appealing representations of our living world. We
are also familiar with Leaving aside for a moment their problematic status
within the wider context of photography and art, (after all, the art world has
a poor record for marginalising works that draw heavily on emerging tech-
nologies), the question arises how are the images created, what is being re-
vealed, what is being manipulated, what is being distorted - and why.

Working recently as a judge for the Wellcome Images of Science Awards,
it was revealing how the references to scientific process were more rigor-
ously scrutinised than the rather cursory acceptance of Photoshop manipu-
lation. Something we are trying to address, the use of image programmes
will continue to be used but they must be applied with the same degree of
authority as the science. As was the case with the image of a human stem cell
where the scientists had worked together in developing the image.

Manipulation is not a new phenomena, consider one of the most famous

1 Royal Microscopical Society, http://www.rms.org.uk/discover-engage/event-calen-
dar/electron-microscopy-summer-school-2016.html.
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Drosophila embryo. Staining for DNA
(green), membrane protein (blue), adhe-
sion junction protein (glue) in red. Rui
Martinho. Instituto Ciencia Gulbenkian.

micro images published in the first book on microscopy Micrographia 351
years ago - the compound eyes of a fruit fly by Robert Hooke. Equally reveal-
ing however, is Hooke’s recognition that the mediation of the image had
wider opportunities and implications. Writing in the preface of his great
book he stated:

Itis the great prerogative of Mankind above other creatures that
we are not only able to behold the works of Nature, or barely to
sustain our lives by them, but we also have the power of consid-
ering, comparing, altering, assisting and improving them to var-
ious uses. And as this is the peculiar privilege of humane Nature
in general, so is it capable of being so far advanced by the helps
of Art and Experience, as to make some men excel others in their
Observations?.

This is a very prophetic and acutely perceptive statement. Although fa-
miliar to us now the image was as startling and mysterious then as contem-
porary images are to us now. In comparison the luminous detail of the ab-
domen of a fruit fly embryo may be unrecognisable outside the scientific
community, but to the molecular biologist, the familiar fluorescent staining

2 R. Hooke, Micrographia. 1665.
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of cellular structures and protein membranes revealed by exciting the pro-
teins with a focussed laser beam provide visual evidence that enable analy-
sis and speculation of the development of life. It is only through the devel-
opment of such processes that the scientist can reveal what otherwise might
be hidden.

As an artist, to have the opportunity to move into another’s territory, to
engage with their discipline in a way that goes beyond the superficial, to ex-
plore ideas of commonality and difference is a privilege. One might even ar-
gue thatitis vital in developing projects that are mutually beneficial and may
straddle seemingly detached communities. Having worked alongside scien-
tists, occupying their spaces, listening to their arguments and exploiting
their technologies for nearly twenty years, our similarities and differences
are revealing. Our respective practices operate both as a process and a prod-
uct, a way of examining the world through a series of filters. The effect of
these filters serves to reveal subjects under new conditions, exposing the
hidden, diminishing ambiguity, concealing the unwanted whilst recognizing
difference, to provoke alternative observations and arguments. It is a pro-
cess of subtle distortion and mediation, one of concealing - to reveal, as in
the act of looking through a darkened glass to observe a solar eclipse.

At the end of the 1990’s I started working with Madeline Harley, a bo-
tanical scientist at Kew Gardens. She specialized in pollen analysis and mor-
phology using a Scanning Electron Microscope (SEM), magnifying specimens
up to X5000. I felt there were creative opportunities beyond the conventions
of formalized scientific presentation that were not being exploited and after
a brief training session I was soon able to create my own images.

The SEM offers ultra high definition revealing astonishing structures
and surfaces but the elegant sophistication of the black and white micro-
graphs, seemed to locate the images within the context of contemporary art
photography. Having seen the way scientific imaging often crudely applied
colour I believed there was an opportunity for developing a new aesthetic
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and a wider audience for the work. Perhaps out of respect for what I per-
ceived initially as scientific truth, and not wanting to be accused of distorting
reality, the early experiments were chromatically understated. However,
colour became more strategic as I gradually became aware that both the art-
ist and the scientist are engaged in degrees of mediation and manipulation
to present a particular insight into the subject. There were common lan-
guages; she described the structure and surfaces of the pollen as sculpted
and ornamental, but there were also differences. Madeline carefully washed
and prepared her specimens to be fully inflated and in good condition. [ used
pollen directly from the plant - the deformities of collapsed forms were
equally relevant to me as “perfect” specimens.

As I presented the work through exhibition and publication [ was often
asked about the colour - was it real, was it the original colour? Clearly it was
not, at which point the response was often - “so it is false colour”. False col-
our is a term applied to scientific images to which colour has been added
through the use of digital graphic applications to identify specific areas or
chemical make up of the specimen. The aesthetic being defined more by the
programme and the conventions of scientific practice rather than the user.
At the time [ started to object to this accusation of false colour. My use of
colour is defined by a mixture of critical, reflective, and intuitive practice in-
formed by my scientific knowledge of the specimen. I try to create images
that lie somewhere between science and symbolism, in which the many
complexities of representing plants are concentrated into mesmeric visual
portraits. The false colour question is something [ am seldom asked about
now. This may be due to the increased sophistication of the imaging tech-
nologies available to the scientists and their ability to use them, and also the
number of artists gaining access to their technologies.

Much time has been given over to musing on the cultural mediation of
nature and whilst my work is also highly mediated and culturally located,
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the mediation is a means to an end rather than the focus of enquiry. The in-
tense subtleties of colour and the simultaneous chromatic contrasts become
informative and emotive, the intimate complexity of the forms creating an
attraction that lands on the eye and penetrates the mind just as a drop of ink
pervades a glass of water. In this way the images mesmerize with a visual
allure that resonates fiercely and spontaneously on the senses, pre-empting
any cultural analysis as in observing an exploding firework in the void of a
dark sky, but instantly serving as a neural trigger to excite memory and im-
agination3.

The work demands attention without a priori knowledge or theoretical
deduction. When confronted by an image of a single grain of pollen it is not
important at the point of engagement for the viewer to know from which
flower or in which country the specimen was collected, or the microscopy
and digital technologies by which the image was created. Its place in the
great canon of botanical illustration or flower painting may be of scant re-
gard and we should not forget that the bee will have a very different view-
point of the same subject*.

[t may be helpful to give some indication into the processes and factors
governing my use of colour. With the image of the seed of a Sand milkwort
from North America and the Cornflower I am trying to give it a life and an
audience beyond the field, beyond the Seed Bank. The colouration of the
seed is derived from colours found in the original plant and the functional
characteristics of constituent parts. The purple and blue trichomate hairs at
the top act as a parachute to carry the seed away from the plant. The embryo
seed is encased in the central body of the seed. At the bottom the brown area
is known as an elaiosome - appropriately from the Greek, élaion (oil) and

3 R. Kesseler, Polarities of Practice. Published in Unknown Quantities: Art & Design Cultural
Criticism & Politics, UAL 2014.
4 R. Kesseler, Polarities of practice.
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Sand milkwort and Cornflower.
Hand coloured micrograph. Rob
Kesseler, 2008.

soma (body). This is rich in lipids and proteins and particularly attractive as
a food source to ants, which take the seed to their nest, consume the elai-
osome and then reject the remainder. At which point, being lighter, the seed
continues to be blown further away from its source to set down roots. And
just as the plant uses a range of dispersal strategies like this to ensure its
successful regeneration, so too do my images draw on contemporary disper-
sal mechanisms. Following the publication of the image in several American
scientific and natural history magazines, a Google search for the plant would
bring up seven out of the first ten hits.

Returning to the ants, an image of the refuse tip around their nest out-
side my studio in Corfu, reveals their intense industry and diversity of their
diet. Taking just one of those seeds, a Medicago minima, it is possible to show
the journey from field to frame. To prepare a specimen for the SEM, it is first
sputter coated in a microfine layer of platinum or gold and placed in a vac-
uum chamber where it is bombarded with a beam of electron particles that
are bounced off onto a sensor that records super-fine detail. The SEM was
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image [right]:
Discarded seeds around an ants nest.

designed for examining very small objects, but by photographing the largest
specimens possible it enabled the creation of images up to one meter across
at high resolution. Something the scientist would never have the need or the
time to do. Being large, only small parts can be recorded at one time and in
a form of reconstructive surgery, pieced together to form the whole image.
After cleaning up backgrounds and resolving optimal tonal contrast, multi-
ple colour layers are created and partially erased to create a sophisticated
chromatic modelling across the surface; illuminating and the projecting the
image out beyond the void of its black ground.

image [above]: Medicago minima. Seed coated with platinum, assembled greayscale image,
final image after colour addition. Rob Kesseler, 2013.
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Naples garlic. Microfine stem section
stained with Toluide blue. Rob
Kesseler, 2011.

The use of colour in preparing specimens for microscopic examination
has other precedent. Plant cells, human and animal tissue are almost colour-
less when sliced thinly, so to reveal their complex structures they are stained
prior to examination. As part of a recent fellowship at the Gulbenkian Sci-
ence Institute in Portugal [ developed a series of images derived from micro-
fine stem sections of local flora. Using a light microscope I again pushed the
magnification beyond the conventions of regular practice by photographing
at the highest magnification, taking multiple layers at different focal points
to construct full resolution images up to four meters across.

The artwork in the end may be the creative speculation that evolves
through a fusion of artistic and objective reality, perhaps as Colleen Boyle
has described in her essay on Unseen realities via photographic images, “a
perceptual bridge - an interface — between what we know and what we im-
agine”s.

5 C. Boyle, “The Eyes of the Machine: The Role of Imaginative Processes in the Construction of
Unseen Realities via Photographic Images”, in: On the Verge of Photography: Imaging Beyond
Representation. Birmingham: Article Press 2013.
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[ started by drawing attention to the possible problematics of the use of
colour in scientific images and as an artist, my images are highly mediated.
They are however the result of a deep engagement with scientific communi-
ties. I prepare all of my own specimens and do all my own microscopy and
the mediation is based on a sound understanding of the subject. Perhaps be-
cause the results are close enough to what the scientists are familiar with,
but sufficiently sophisticated and clearly different to what they are able or
have time to produce, the images have become highly respected within the
scientific community. The question then follows what understanding of art
practice and ideology does the scientist need to have to create works that
would be valued within the arts? There is no simple or single answer, but
total immersion across cultures is one place to start.
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Catarina Pombo Nabais

The Most Profound is the Skin:
The Power of Tattoos

[Abstract] The aim of this paper is not to provide a psychological explanation of the practice
of tattooing but rather to think out, from a philosophical point of view, the practice of tattoo
in its political and social dimension and in its two opposite directions. Special attention will
be given to the tattoo practice among prisoners and criminals mainly through the specific
case-study of a Portuguese collection of tattoos recollected by the “Legal Medicine Institute
of Lisbon” in-between 1910 and 1930 (it will be seen for the first time in near future in an
exhibition [ am curating entitled “The most profound is the skin”). In this sense, I propose to
see how the turn of the XX century got back to a negative look upon tattooing and to grasp
the meaning of all this negative movement through Foucault’s philosophical perspective.

[Keywords] tattoo, power, domination, submission, visual language

H istorical context. The practice of tattoo is the more ancient practice
of body’s modification we know. In 1991, in the Otztal Alps, the alpine
glacier along the Austrian-Italian border, a tourist couple discovered a fro-
zen human body having sixty-one tattoos all over his body. After a long study
of the body, the researchers at the “EURAC-Institute for Mummies and the
Iceman” published their findings in the Journal of Cultural Heritage in Janu-
ary 2015. The mummy became known as Otzi, the “European Tyrolean Ice-
man”, estimated to be died somewhere around 3250 BCL.

1 Cf. M. Samadelli, M. Melis, M. Miccolj, E. Egarter Vigl & A. R. Zink, “Complete mapping of the
tattoos of the 5300-year-old Tyrolean Iceman”, Journal of Cultural Heritage 16, 753-758,
http://www.eurac.edu/en/research/health/iceman/Pages/newsdetails.aspx?en-
tryid=109475 (accessed 25/10/2016).
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Even if it is impossible to determine its beginning, we know that tattoo-
ing is a very ancient and spread practice. Several archaeological findings
(tattoo tools and preserved human skin) show that tattooing took place in
ancient Greece, Persia, was present among the ancient Britons and Gauls, in
Africa, Americas and Asia2. But, besides its large extended reach since antiq-
uity, tattoo had different meaning in each culture. In Polynesia, tattoo is
mainly a male ceremony testing resistance towards pain and fight skills for
battle. However, in ancient Egypt, it seems that the art of tattooing was
mainly a female practice, transversal to all social classes, from women sup-
posed to be prostitutes to a high priestess named Amunet3. The mostancient
tattooed women belonged to small agriculture communities, around 2300-
1500 BC, and were offered to the king of Egypt in order to be married with
the military chiefs%. In both cases, tattoo practice was taken as a religious
ritual and a symbol of strength or fertility and long-life.

But, tattoos were also used with a social and political dimension. Tat-
tooing works now as a proof of submission of the subject towards his mas-
ter, or as the sign of the superiority of the penal system, as an infliction di-
rectly done to the body of the subject. For example, in Greco-Roman times,
tattoo was a way of marking the prisoners and slaves as a symbol of inferi-
ority. The same happened with the Nazis who tattooed Jews in the concen-
tration camps as a sign of exclusion and punishment. On the contrary, in Cen-
tral Asia, during the 4th and the 3rd century BC, tattoos were found mainly in

2 Cf. C. Taliaferro & M. Odden, “Tattoos and the Tattooing Arts in Perspective: An Overview
and Some Preliminary Observations”, in: R. Arp (ed.), Tattoos: philosophy for everyone: I Ink,
Therefore I Am. Oxford: John Wiley & Sons 2012, 4.

3 Cf. C. Taliaferro & M. Odden, “Tattoos and the Tattooing Arts in Perspective: An Overview
and Some Preliminary Observations”, 6.

4 Cf. L. Renaut, “Le tatouage dans I’Antiquité”, in : Tatoueurs, Tatoués. Paris: Musée du Quai
Branly/Actes Sud 2014, 24.
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half-nomad elites of society, namely chiefs and warriors, as a way of compe-
tition for power and recognition among their community5. As Luc Renaut
states, “the sovereign and the administration of the big temples in the An-
cient Middle East sometimes tattooed their workforces in order to avoid al-
ienation or deviance”®.

Other diverse tattoo meaning may also be recovered. In ancient Greece
and Rome, more organized administrative societies where a system of ar-
chive files already existed, tattoos were used not only as a mark of penal
sanction or ownership (of prisoners and workers) but also as ornament. And
in old artisan medicines, tattoo may have a therapeutic function, running as
a little surgery, made in the site of the pain in order to block or to facilitate
the exchange of fluids. In other cultures, tattoo may also be, for instance, the
sign of loyalty, of leadership/membership of a community, of the affirmation
of magical powers, of the availability to mate as a symbol of fertility.

However, this tattoos numerous meanings will slowly become reduced
to a single point of view. With Christianity, a negative conception of tattoo
as transgression and taboo will prevail. Even if, since the Neolithic times,
tattoo was a ceremonial practice with many and different meanings accord-
ing to the diverse cultures, performed through several methods in diverse
social contexts all over the world, always having a positive meaning from
fertility to magic powers, yet, tattoo gradually became a symbol of transgres-
sive habits, a practice of demoniac and negative character. This change is
mostly due to the rise and spread of Christian authority and encourage-
ment’. In fact, both Old and New Testament took a great role in this condem-
nation of the tattoo. A quote from a teaching in Leviticus leaves no doubt for

5 Cf. L. Renaut, “Le tatouage dans I’Antiquité”.

6 L. Renaut, “Le tatouage dans I’Antiquité”, 26.

7 As R. Ferreira writes, “in 787 AC, the Catholic Church forbids tattoo and declares it an object
of pagan practices” (our translation). “Tatuagens: arte no corpo”, in: Comunicagdo, Arte e Cul-
tura 14/12/2011, https://comartecultura.wordpress.com/tag/tatuagens/ (accessed
14/9/2016).
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the recrimination of the (now) forbidden practice: “You shall not make any
cuts in your body for the dead nor make any tattoo marks on yourselves: I
am the Lord” (19:28). And in the New Testament, in Revelations, there is a
female figure, probably a prostitute, described as “The Woman on the Beast”
which seems to be tattooed: “On her forehead a mysterious name was writ-
ten: Babylon the Great, the mother of prostitutes and of abominations of the
earth” (17:5)8.

Only in the XV century, when Europe emerged from the Christian Medi-
eval Era and entered an age of explorations and adventures, Europeans re-
covered a certain positive look upon tattoos, now viewed as exotic and exu-
berant natural manifestations. We could even say that the passage from the
0ld World into the New World was more than the discovery of new territo-
ries: it was also the re-discovering of tattoos. As Taliaferro and Odden ex-
plain:

“The first modern record of tattoos dates from James Cook’s ex-
pedition to Tahiti in 1769 (...). Thus, tattooing slowly became an
American folk art during the late nineteenth century. Tattoos
were featured in the context of carnivals and circuses, but they
slowly became integral to some elements of popular culture”.

In the New World, tattoos were considered as rare and bizarre. However,

8 Cf. the references of Old Testament in: http://biblehub.com/leviticus/19-28.htm and of
New Testament in: http://biblehub.com/revelation/17-5.htm (accessed 01/07/2916). On
this subject cf. also C. Taliaferro & M. Odden, “Tattoos and the Tattooing Arts in Perspective:
An Overview and Some Preliminary Observations”, 5. It is quite curious that in the Hebrew
Bible, we find a complete different, even opposite concept of tattoo: not as a God’s prohibition,
but rather a divine protection. Being a salvation, tattoo is not a depravation undertaken by
some criminal, but the sign of a special and protected saint. Cf. E. Juniper, “How to read a
tattoo, and other perilous quests”, in: R. Arp (ed.), Tattoos: Philosophy for Everyone: I Ink,
Therefore I Am. Oxford: John Wiley & Sons 2012, 15-6.

9 C. Taliaferro & M. Odden, “Tattoos and the Tattooing Arts in Perspective: An Overview and
Some Preliminary Observations”, 5.
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with the time pass, they became more and more objects of desire. Shown in
circuses as popular objects of exhibition, their role became more and more
akin to desire and sexual determination. Much later, during the Victorian era
in Europe, tattooing becomes a fashionable popular practice in specific male
communities, like sailors, and in America, during the civil war, it became a
much trendy custom among soldiers?0. It is not surprising that, in the 1960s,
the work of the well-known biologist Alfred Kinsey, who found the cele-
brated “Institute for Sex Research” at Indiana University, USA, was of a big
influence to the sexual revolution in the 60’s!l, And today, as we can retro-
spectively realise, the same positive view of tattooing turns it out to be not
only a popular practice but a mainstream fashion.

Two opposite directions of tattooing. As we have seen, tattoo is a very
controversial practice. Since its beginning in a non well identified time, it
seems that is has always been object of a positive and a negative use. But,
there is another main opposition which is underlying all tattoo practice. In
fact, by tattooing we mean two inverse movements: domination and submis-
sion. The tattoo has been used - and maybe it is still used today in some un-
derground, secretive and criminal phenomenon of human traffic - as a dom-
ination strategy for marking prisoners and slaves as symbol of inferiority
and obedience. On the other hand, we are also aware that in most of the sub-
mission context - be it a lawful incarceration, be it illegal circumstances of
obedience and humiliation - tattoo tends to emerge as a counter practice
among the submitted persons.

Now, face to these inverse movements of the tattooing practices, what
is really astonishing is the effective counter-practice who guides the submit-

10 C. Taliaferro & M. Odden, “Tattoos and the Tattooing Arts in Perspective: An Overview and
Some Preliminary Observations”, 5.

11 Cf. in S. Steward, Bad Boys and Tough Tattoos: A Social History of the Tattoo with Gangs,
Sailors, and Street-corner Punks, 1950-1965. London: Routledge 1990, 40-43.
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ted individual to tattooing him/herself. So, it is necessary to ask: How to ex-
plain the classical practice of a prisoner who voluntarily tattoos him/her-
self? Why is this practice so spread out? Why did it become a kind of univer-
sal language for criminals and prisoners to express themselves?

Lévi-Strauss offers a possible explanation. According to the famous an-
thropologist, who dedicated a huge part of his work studying several tribes
in South America and New Zealand, there is a religious continuity in the
meaning of tattoo all over the world, mainly in what concerns the psycho-
logical and social aspects. As he writes:

Among the Maori, as among the natives of the Paraguayan bor-
der, facial and corporal decoration is executed in a semi-reli-
gious atmosphere. Tattoos are not only ornaments. As we al-
ready noted with respect to the Northwest Coast (and the same
thing may be said of New Zealand), they are not only emblems
of nobility and symbols of rank in the social hierarchy; they are
also messages fraught with spiritual and moral significance. The
purpose of Maori tattooing is not only to imprint a drawing onto
the flesh but also to stamp onto the mind all the traditions and
philosophy of the group. Similarly, the Jesuit missionary
Sanchez Labrador has described the passionate seriousness
with which the natives devoted whole days to letting themselves
be painted. He who is not painted, they said, is “dumb”12.

So, according to Lévi-Strauss we could say that, in those cases where the in-
dividual tattoos him/herself, he/she is practicing tattoo as a spiritual lesson
for his/her life, engraving in his/her body the long tradition. Maybe such ex-
planation can be extended to the case mentioned in the question above: the
self tattooing done by prisoner or criminal could be viewed as the act of giv-
ing force and spiritual strength to a minority under submission. The pris-
oner tattoos him/herself as a way of receiving religious strength and power

12 C. Lévi-Strauss, Structural Anthropology, trans. C. Jacobson & B. Grundfest Schoepf. New
York: Basic Books 1963, 257.

133



in order to better face the problems included in his/her social recrimina-
tion/inferiority.

Yet, a completely different explanation was very influential at the begin-
ning of the XX century:

Tattooed men who are not behind bars are either latent crimi-
nals or degenerate aristocrats. If someone who is tattooed dies
in freedom, then he does so a few years before he would have
committed murder?3,

This is a quotation from Adolf Loos (1870-1933), a famous Austrian archi-
tect, coming from his much influential essay Ornament and Crime. This essay
was written in 1908 and it was a kind of a manifesto against all forms of aes-
thetic decoration and a declaration of social and economic aversion to waste.
Opposed to the Art Nouveau movement, Loos was a modern rationalist. He
believed that everything that could not be justified by reason was superflu-
ous and should be deleted. As he writes: “The evolution of culture is synon-
ymous with the removal of ornament from utilitarian objects”1. For Loos,
culture resulted in the renunciation of passions, and I quote again: “Freedom
from ornament is a sign of spiritual strength”15. As well as the shape of the
building, the skin of a body should also be determined only by reason, and
there is no place for adornments?é. So, we could say that according to Loos
every kind of tattooing, including those made my prisoners and criminals to
themselves, is an effect of a degenerated individual, it corresponds to an in-
terior necessity that the individual cannot escape.

Loos’ puritanism echoes the Victorian Era and it strongly stressed the

13 A. Loos, “Ornament and Crime”, in: U. Conrads (ed.) Programs and Manifestoes on 20th-
century architecture, trans. M. Bullock. Cambridge/Massachussets: MIT Press 1971, 19.

14 A, Loos, “Ornament and Crime”, 20.

15 A, Loos, “Ornament and Crime”, 24.

16 It is interesting to note that this thesis goes perfectly well in accordance with the fact that
Loos was one of the first interior designers of modern times and he took much care of orna-
ment inside the houses. The interior was the mirror of moral integrity and good manners.
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moralist struggle against the degeneracy of Central Europe at the end of the
19t century. Precisely because of the conception of interior design as the
translation of one’s manner and spirit, the tattoos were viewed as immoral,
as the sign of a rebel person who does not follow normative social habits.
Loos’ book Ornament and Crime expresses quite well the main point of view
on tattoos at those rigid times. Now, this negative and pejorative judgment
on tattoos was defended in Western culture and it became the “institutional”
point of view on tattoo at the turn of the 20t century. It led to a huge pro-
duction of studies based on the hypothesis of a direct relation between tat-
tooing and predisposition to delinquency. In the area of evolutionary theory,
for instance, tattoo was seen as the expression of the savage and primitive
state of mankind. And it was the same negative view on tattoo that was
spread out through Medicine and all the Social Sciences.

Medical approach. The Portuguese example of a tattoo collection. In
fact, all over Europe, medical academies, in their attempted of finding a sci-
entific justification for deviant behavior, put forward the hypothesis of con-
sidering tattoo as the expression of personality disorders. French and Italian
schools of Legal Medicine were the most radical. That is the case of the
French criminologist Lyonnais Alexandre Lacassagne (1843-1924) who, af-
ter making a huge research on more than three hundred solders as a military
physician, emphasised that idea in his famous book Les tatouages: Etude an-
thropologique et medico-1égale (1881)7.

The general assumption that tattooed persons had a predisposition to
the practice of crime ended in the effective incarceration of the tattooed per-
sons in correctional services. In France, as Jerome Pierrat refers:

17 Cf. ]. Pierrat, “Le tatouage dans I'armée”, in : S. Galliot & P. Bagot (ed.), Tatouers, Tatoués.
Musée du Quai Branly, 39 and also E. Juniper, “How to read a tattoo, and other perilous
quests”, 14.
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“In 1831, a normative document on tattoos is sent to the direc-
tors of central (prison) houses and, in October 1849, a commu-
nication from the Interior Ministry states that tattoos can help
in the identification of delinquents”18,

Also, the English Government, in 1879, adopted tattoo as a way of identifying
criminals?.

This hypothesis of a strong correlation between crime/deviant behav-
iour and the practice of tattoo was also working among the Portuguese med-
ical community in the beginning of the XX century. The outstanding collec-
tion of the tattoos preserved at the “Portuguese Institute of Legal Medicine”
is an eloquent outcome. The collection has been recently studied by a Portu-
guese physician, Dr. Carlos Branco, who also dedicated himself to the resto-
ration of its exemplars. The following description of the collection is based
on the documentation Carlos Branco gently shared with me20.

As Carlos Branco explains, the collection was mainly constituted by the
physician and director of the “Lisbon’s Criminology Institute”, Rudolfo Xa-
vier da Silva (1877-1948). He was the one who carefully recovered and stud-
ied the tattoo of the marginal, impoverished and criminals who arrived to
the Institute of Legal Medicine and of the prisoners arrested at the central
penitentiary of Lisbon. The collection is quite rich. It is constituted by a se-
ries of impressive skin tattooed fragments, by a significant number of draw-
ings and by a detailed documentation archive. The infrequent and extraor-
dinary skin exemplars have recently been fully restored by Carlos Branco
and are now accurately preserved in about seventy bottles of formaldehyde.

18 ]. Pierrat, “Le tatouage dans 'armée”.

19 Cf. “Tatuagens: arte no corpo”.

20 C. Branco, Recuperagdo patrimonial e museolégica de uma colegdo de pele humana tatuada
do Instituto Nacional de Medicina Legal e Ciéncias Forenses (1.2 metade do séc. XX), Master
Dissertation under the supervision of Jodo Brigola, Raquel Henriques da Silva, Jorge Costa
Santos. Faculdade de Ciéncias Sociais e Humanas of the Universidade Nova de Lisboa 2016
(in press).
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Fragment of tattooed skin from the
Portuguese “Legal Medicine Institute of
Lisbon”, recently restored by Dr. Carlos
Branco.

The huge documental archive - also preserved at the “Historical Ar-
chives of the Legal Medical Institute” - offers comprehensive information
complementing each fragment of skin. Thus, each tattoo skin fragment has a
complete information dossier about the correspondent tattooed individual.
This dossier includes diverse legal documentation, mainly from legal police
such
as name, date and place of birth, occupation, affiliation, civil status, resi-
dence, social habits, frequented locations, date and circumstances of death,
reconstruction of the life’s history. It also includes photographs of the indi-
viduals, weapons and firearms of crimes in which they were involved as vic-
tims or as aggressors, remains of their clothes, sketches of the crime and
dead scenes, biological materials of the individuals (e.g. hair), plaster face
masks, newspapers refereeing the crimes, etc. It is very interesting to note
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Drawing from the documental archive of
the Portuguese “Legal Medicine Institute of
Lisbon”.

that the crossed-information gathered about each individual included, fur-
ther than the medical process and the additional documentation from the
Legal Police, a lot of information about the very tattoos: their preparatory
drawings, the reason for their choice, their cost, the place where each was
done, the name of the artist who made them, the techniques, equipment and
materials used.

In his article published in 192321, Xavier da Silva extensive study of this
collection enabled him to obtain a series of results with statistical signifi-

21 Cf. R. Xavier da Silva, “Estudo sobre a iconografia das tatuagens”, in: Arquivo de Anatomia e
Antropologia, VIII. Lisboa: Instituto de Anatomia de Lisboa 1923, 112-115.
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cance. Among his relevant conclusions, we highlight the possibility of iden-
tifying a stereotypical profile of the tattooed individuals. They are mainly
male young people (ruffians, indigents, delinquents), mainly from Lisbon
poor neighbourhoods, common clients of prostitutes, and night clubs and
fado taverns. A second conclusion concerns the few tattooed women of the
collection who are almost always prostitutes who tattoo themselves under
request of their lovers and, for that reason, they tattoo the initial and/or
their lover’s name. A third conclusion concerns the most frequent themes
used by the tattooed individuals consisting mainly in names and dates; fan-
tasist and metaphoric drawings such as the typical hearts of love; erotic and
pornographic illustrations; abstract points (five wounds); religious repre-
sentations; symbolic pictures (e.g. anchors); patriotic and political signs as
crowns, national flags, monarchical and republican symbols, busts of heads
of political personalities; and other figurative pictures (sailors, prostitutes,
women singers of fado, exotic animals, football/sports).

The tattoo and the institutional power. Thus, in Portugal as in other coun-
tries, a whole machine was set up in order to establish a portrait of the crim-
inal-type: anthropometric studies, photography and drawings of the tattoos,
medical reports, police reports and even civil documentation. Now, what is
interesting to emphasize is the fact that this documental machine responds
to an epistemology of deviance, an epistemology linked to criminology - a
new scientific discipline which was able to circumscribe a new object of
study: the delinquent and his/her consciousness.

The French philosopher Michel Foucault is the one who best explained
the emergence and operational manner of this machine. According to Fou-
cault from his celebrated book Surveiller et Punir (1975), behind this kind of
collections there is a systematic will of scientific knowledge and of power.
The constitution of such collections responds to a controlling program of the
individuals by the governmental institutions. Power, says Foucault, is a
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strategy, a technique, an abstract machine that functions independently
from who governs it, an autonomous and non-personified machine that con-
trols the bodies and the lives of the individuals22. The process of collecting
and cataloging the tattooed images, the documentation made around each
case, the files and archives on the lives of tattooed bodies, all this legal, insti-
tutional practices are part of a power apparatus aiming to know, and there-
fore to control, the lives of the subjects. As Foucault writes: “There is no re-
lation of power without the correlative constitution of a knowledge field,
neither a knowledge without both supposing and constituting power rela-
tions”23. So, power and knowledge are always in straight relation, not only
because each of them would support or need the other in a kind of external
fraternity relation, but rather in a necessary way, i.e., they are constitutive
one from the other. Also, Foucault shows that this power machine is not cen-
tralized but transversal to all layers of institutions: schools, hospitals, mili-
tary headquarters, industries (fabrics) and prisons, all functioning as pan-
optic devices, i.e., as architectural structures allowing the controller a per-
fect view over the subject’s action?4 Foucault also argues that the power ma-
chine is a disciplinary machine, i.e., the control of citizens is done through
discipline, as a power over the body’s gestures and postures, over the peo-
ple’s uses of time, a form of controlling people’s lives and behaviors.

22 Cf. M. Foucault, Surveiller et Punir. Paris: Gallimard 1975, 31.

23 M. Foucault, Surveiller et Punir, 32.

24 The Panopticon is a technique. A technique of control. “The Panopticon is a machine to
dissociate the couple seen - be seen : in the peripheral ring, we are totally seen, without ever
seeing; in the central tower, one sees everything, without ever being seen” (M. Foucault, Sur-
veiller et Punir, 203, our translation). The idea is to render the subject an object of information
and never an element of communication. The panoptic is a device of power that reduces the
individual to an object of observation, the new object of the whole new emerged Social Sci-
ences. “The Panopticon functions like a kind of laboratory of power. Thanks to its observation
mechanisms, it gains in efficiency and capacity of penetration in the behavior of the men” (M.
Foucault, Surveiller et Punir, 206, our translation).
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Therefore, Foucault helps us to understand why, together with the sev-
enty flacons of formaldehyde, together with the drawings and all the mate-
rial and visual data carefully recovered by the Portuguese Legal Medicine
Institute, the collection includes a whole documental archive. In fact, the dis-
cipline of the penal system is based on the documentation. It is the documen-
tation (the archives, the law, the descriptions of the criminal, etc.) that sus-
tains, that gives impact and power to the penal system. Times had changed:
justice is not anymore made in the public sphere, by crucifying the criminals
and applying to their bodies the cruelest physical punishments. Now, justice
is more subtle, but also more pragmatic: justice system needs to write down
every detail on the criminals in order to prove that justice is now a serious,
even more effective, way of punishment. Documentation appears as a guar-
antee of the scientificity, and thus of efficiency and legitimacy of the very
penal system. As Foucault writes:

What is at stake in this new knowledge, is a question of “scien-
tifically” qualifying the act as a “crime” and especially the indi-
vidual as a delinquent. The possibility of a criminology is thus
givenzs,
This is why, according to Foucault, Medicine begun to be so rigorous in doing
a full and detailed description of the criminal. Medicine was also changing:
it was becoming a very useful tool for the new arrived Social Sciences. It is
not by accident that Sociology, Anthropology, Psychology, appeared pre-
cisely in this very moment, when a new justice system needed to be more
coercive and powerful, turning the punishment from the physical body to-
wards conscious and soul. The new Justice system has now its allies: Medi-
cine, as well as the Social Sciences, which acquired their scientific status pre-
cisely by this need of a scientific proof of the new justice system. All scientific

25 M. Foucault, Surveiller et Punir, 258 (our translation).
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studies (anthropologic/sociologic/psychologic studies) were working to-
gether with the Justice. Quoting Foucault again:

A whole army of technicians came to take over the control from
the executioner, the immediate anatomist of suffering: the su-
pervisors, the doctors, the chaplains, the psychiatrists, the psy-
chologies, the educators; by their mere presence close to the
condemned, they sing the praise that justice is needing: they of-
fer to the justice the guarantee that the body and the pain are
not the last objects of its punitive actionze.

Of course there is a very positive aspect in all this machine: it is a cor-
rectional machine, i.e,, it teaches how to behave and so it avoids criminality.
And it does so, because the system wins in scientific dimension and in dig-
nity (the respect for being more subtle and well documented) what it loses
in spectacle of cruelty. But, what we want to emphasize, what is important
to highlight in order to answer the question put above about the nature of
tattooing as a counter-practice, is the fact that, according to Foucault, this
recently constituted science of the deviant, all this new field of knowledge
(semiology of crime), is extended over the criminals themselves who, by that
reason, paradoxically tend to collaborate with it: they tattoo themselves in
order to document, to certificate, to make visible their criminal condition:

In this game the condemned answer themselves, displaying
their crime and giving the representation of their misdeeds: it is
one of the functions of the tattoo, vignette of their exploitation
or of their destiny?7.

26 M. Foucault, Surveiller et Punir, 17 (our translation).
27 M. Foucault, Surveiller et Punir, 264.
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Conclusion: the power of tattoo. In the old reign of Justinian, in Constanti-
nople, (527-565), there is a medical note from a doctor, named Aetius, refer-
ring to tattoos as Stigmata?8. Now, after this short path on tattooing practice
through the eyes of Foucault, we may say that this concept of Stigmata was
still a naive, mere descriptive concept. From the 19t century on, tattoo be-
came not a simple Stigma but a true sign. Besides being made by the system,
it assumed the capacity of expressing a criminal type; it became a clinical
manifestation of the dark, deviant and possible criminal interior. Short, tat-
too became a Symptom.

Getting to the conclusion, let us get back to the examples mentioned be-
fore.

[ believe that, if we compare the paradigmatic image of a tattooed pris-
oner (e.g, the classical five signs’ inscription in the hand) with the roman
slaves marked by their masters or the Jews stigmatized by the Nazis, and if
we analyse these two kind of inverse examples (the prisoner tattooing
him /herself and the master tattooing a dominated subject) under the Fou-
cauldian ontological thesis according to which power only exists within a
field of strength in between two opposed forces: the subject and the Master,
i.e, power only exists in between the force of control and the force of re-
sistance, then, we may affirm that tattoo is always a chain of the power ma-
chine. Almost a magnetic force, tattoo is either used by the master to show
his/her power, either by the subject as the confirmation of the power of the
master. And even when tattoo is used by the prisoner as a way of resisting
the power of the incarceration system, and - more generally - when it is
made with a transgressive aim, it does not escape its condition of a power
device. This also means that, tattoo is always a social map, a statement of the

28 Cf. C. P. Jones, “Stigma and Tattoo”, in: ]J. Caplan (ed.), Written on the Body: The Tattoo in
European and American History. Princeton: Princeton University Press 2000, 4-5. Stigmata is
the plural of the Greek word otiyua (stigma), meaning a mark, tattoo. Cf. C. P. Jones, “Stigma:
Tattooing & Branding in Graeco-Roman Antiquity”, Journal of Roman Studies 77, 1987, 139-
155.
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individual position towards society, be it emergent from the system, be itan
anti-system deviance. O Fado, canvas painted by the famous Portuguese
painter José Malhoa (1855-1933) where we see a celebrated fado singer at
her time, Severa (also known as Adelaide da Facada). In the original paint-
ing, Severa was tattooed in all the extension of her arm but the King D. Ma-
nuel obliged the painter to paint over that part, in order to “clean” the tat-
toos, forbidden at that time.

In this final point, we cannot resist to ask if the counter practice of tattoo
- so spread and fashionable as it is today - could not be seen otherwise.

Will it not be possible to think out tattooing as a language of its own, a
device with ontological existence and autonomy? Will it not be possible to
think out tattooing as a language through which people may express (and
enjoy!) their freedom, to convey their interiority, to relieve themselves from
slavery or incarceration, etc? Will it not be possible to think out tattooing as
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a visual language within an epidermal grammar? Will it not be possible to
think out tattooing as the production of an image, even when it is reduced to
a sentence, a phrase or a name? An image-body, a body that expresses itself
through image, a language that takes the skin instead of the voice or the pa-
per as its vehicle, a language that speaks through the skin instead of the
voice, a language not to be spoken, just visualized?

Let me finish with two quotations which both go in that direction:

One from Deleuze and Guattari: “A mark on the body [is] a graphic sys-
tem, a geo-graphism, a geography”2°.

And the other from Roland Barthes: “Language is a skin: I rub my lan-
guage against the other. It is as if ] had words as fingers, or fingers at the end
of my words”30.

At last, after this (small and quick) adventure on the history and philos-
ophy of tattoo, I came to realize the deep, profound meaning of the French
poet Paul Valéry dictum: “That which is most profound in the human being is
the skin ™31,
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29 G. Deleuze & F. Guattari, L’Anti-(Edipe. Paris: Minuit 1972, 222 (our translation).
30 R. Barthes, Fragments du discours amoureux. Paris: Seuil 1977, 87 (our translation).
31 P. Valéry, “L'idée fixe”, in : (Euvres Complétes. Paris: Gallimard 1969, 215.
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Sturm und Drang, the Return:
Geniezeit of the Posthuman

[Abstract] In recent years, the convergence of biology and technology has been of growing
interest among different scientific disciplines. With regard to human, this radical change, has
been described by the concept of “posthumanism”. In this paper, we present a brief review of
the theoretical framework supporting this concept, in order to introduce the main theses be-
hind posthumanism. Furthermore, we discuss four different cases of humans who harmoni-
ously coexist in conjunction with technological artifacts and exceed the limits of human cul-
ture, society and art, ushering in the posthuman condition.

[Keywords] posthumanism, humanism, human body, technology, art

I ntroduction. As Jean Paul Sartre wrote, “Humanism is nothing but an ide-

ology of lies, a perfect justification for pillage; its honeyed words, its af-
fectations of sensibility were only alibis for our aggression!.” Man, privileged
amongst other species and his own kind, has been attacked by the “anthro-
pological deregulation”?, inevitably questioning what is known as human-
ism. Yet, long before, during the late 18th-century, the German movement of
Sturm and Drang arose in the criticism of the Enlightenment ideals, which
no longer defined the human condition. Being addressed as the Geniezeit or
the era of the genius, the period that lasted no more than two decades paved
the way for the advent of free expression against the imposed rationalism

1]. P. Sartre, Critique of Dialectical Reason, 1. New Left Books 1976.
2 ]. Baudrillard, The Vital Illusion. Columbia University Press 2001.
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and aesthetics, as well as freedom from the imperiousness of the sociopolit-
ical and religious structures of the time.

Similar to the iconic Goethe’s “Prometheus” of Geniezeit, the posthuman
asserts himself/herself in the modern society, pushing the entrenched soci-
opolitical, religious and artistic boundaries. Furthermore, in the likeness of
Prometheus, posthuman, is in pursuit of subduing the anthropocentric rela-
tionships developed by man with other living things and objects, often based
on violence and exploitation. The dehumanization process further affects
the relationships of man with his own kind, referring to racial, national or
minority groups bearing different characteristics, as society still suppresses
difference and alienates people from their potential, according to Deleuze
(1998). Thus, posthumanism signifies the evolutionary process of human
being, which consists of multiple identities, overturning the existing ones,
and concordantly coexists with machines, functioning in an indiscernible
manner3. In this manner, posthumanism gives “things voices where there
had been silence”, and brings “to sight that which was invisible”4.

In this paper, four different cases of humans who harmoniously coexist
in conjunction with technological artifacts, introducing the posthuman con-
dition, and who exceed the limits of human culture, society and art are dis-
cussed. Firstly, we have investigated the work of neuroscientist Christof
Koch, President and Chief Scientific Officer of the Allen Institute for Brain
Science in Seattle, who examines consciousness as a fundamental property
of networked entities and has formulated his version of the panpsychism
doctrine. Secondly, we studied Prototype, a collaborative project between
the singer Viktoria Modesta and The Alternative Limb Project that aims to
eliminate the common notion concerning power and sexuality in people
with disabilities with the use of technologically enhanced prosthetics. This
project allowed for pop culture to demonstrate the concept of a bionic artist

3 P. K. Nayar, Posthumanism. Polity 2013.
4 D. Ihde, “Material Hermeneutics”, in: A Symmetrical Archaeology. TAG 2005.
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rather than a medical case evoking sympathy. The third case we investigated
was the Primo Posthuman project, as elaborated by Dr. Natasha Vita-More, a
prototype future body of conceptual design that aims at superlongevity. Fi-
nally, we studied Jaqapparatus 1, a robotic art installation performance de-
veloped by video artist Chris Cunningham, which was exhibited at the Audi
City London high-tech concept store. The installation features two anthro-
pomorphized machines in a surreal mating/dominating display in corre-
spondence to the human mating strategies, offering a glimpse to the posthu-
man future.

Humanism. During the Renaissance period, the conjunction of sciences and
arts allowed for major innovations and revival of the study of the classical
era projects. The humanistic approach led to the formulation of the terms
“Homo Universalis” coined by Da Vinci & Michelangelo, and Humanism (Hu-
manismus). The latter marked the progressive philosophy of life that, with-
out theism and other supernatural beliefs, affirms the ability and responsi-
bility of men to lead ethical lives of personal fulfillment that aspire to the
greater good of humanity. A few years later, and within the context of the
broader ideological movement of the Enlightenment, its major exponents,
such as Montesquieu and Rousseau (“Social Contract” [1762]) contributed
to the constituent elements of major policy and state texts of the time (eg.
the “Declaration of the Rights of Man and of the Citizen” during the French
Revolution), while dealing with issues concerning freedom and equality of
humans. The Declaration, which was adopted by the National Constitutional
Assembly as the first step in drafting the Constitution of the French Republic
declares that it guarantees all citizens the rights of “liberty, property, secu-
rity and resistance to oppression”, a phrase that sums up the ideals of the
whole humanism current.

Gradually the ideals of humanism, as expressed during the Renaissance
and the Enlightenment periods respectively, began to decline, especially af-
ter the two world wars and the horrors they brought to mankind. Therefore,
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the great philosophers of the 20th century, as the exponent of existentialism
Sartre, faced the ideals of humanism as insubstantial and as a pretext for
human acts. According to Baudrilland (2001), humankind cannot stand it-
self, unable to come to terms with itself. Paralleling to the violence imposed
on other living beings, humankind exerts peculiar violence to itself by itself.
Mankind proud and convinced of his superiority, resentful towards the evo-
lutionary process that brought it to its privileged position pushes, in a way,
more than the physical limits as a species. Since the human condition is no
longer described by the terms of transgression and freedom, but the func-
tional and biological equilibrium ones, the concept of man, and thus human-
ism starts to disappear. This is the consequence of the entire human species
being attacked by what ]J. Baudrilland calls “anthropological deregulation”;
the degradation of all moral and symbolic codes and norms, which consti-
tuted humanism.

Long before, during the 18th century, the German proto-Romantic cur-
rent “Sturm und Drang” was already born from the critique towards human-
ism ideals. The contempt towards the form and harmony of the classical pe-
riod, the spontaneous expression of art and the revolutionary stance against
the norms expressed during the Enlightenment, stemmed from the fact that
the aforementioned no longer defined the human condition. The Geniezeit
or era of genius, was a period that lasted less than two decades, however, it
paved the way for the advent of free expression against the prevailing prin-
ciples of rationality and aesthetics, as well as freedom from the authoritari-
anism of the sociopolitical and religious structures of the time.

Posthumanism. Similar to Goethe’s “Prometheus”, who became the iconic
figure of Geniezeit, . Hassan chose the archetype of Prometheus, as the one
who overcomes the dual nature that governs society and morality of the peo-
ple. More specifically, I. Hassan connects the concept of posthumanism with
the aspects of Promethean dialectic concerning fantasy and science, myth
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and technology, the sky and the earth. In this way, the term “postshuman-
ism” is introduced to postmodern literature for the first time, noting that
“five hundred years of humanism may be coming to an end, as humanism
transforms itself into something that we must helplessly call posthuman-
ism”.

During the postindustrial period or the period of "late capitalism" using
neo-marxist terminology, a series of changes to the well-established social,
political, philosophical and artistic system of values caused distrust to the
grand narratives of modernity. More specifically, the elimination of the di-
pole of high and mass culture, the end of praising the individuality or the
authenticity of the work of the modernist period, the decline of the im-
portance of language, and the transition from the recognized importance of
science and rationalism to new, unclear and more complex values and stand-
ards, in which diversity and pluralism are welcomed, marked the advent of
the postmodern era. Jameson5 argues that postmodernism calls for “the
emergence of a new type of social life and a new economic order - what is
often euphemistically called modernization, post-industrial or consumer so-
ciety, the society of the media or the spectacle, or multinational capitalism”.
The evolution of social structures, and therefore cultures, is based, accord-
ing to Ferkissé, upon the interaction of technology and human values, ob-
serving that the composition of “postmodern technology and industrial man
could produce a new civilization, or it could mean the end of the human
race”.

Thus, since it can be concluded that “posthuman” is the late and existing
product of human evolution, it is prudent to clarify the meaning of the term.
Pepperell” highlights posthuman’s multidimensional nature, viewing his

5 F. Jameson, “Postmodernism and Consumer Society”, in: The Anti-Aesthetic. Bay Press
1983.

6V, C, Ferkiss, Technological Man: The Myth and the Reality. Braziller 1969.

7 R. Pepperell, The Posthuman Condition: Consciousness Beyond the Brain. Intellect Books
2003.
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emergence as the one comes after the period of social evolution of humanity,
therefore justifying the prefix "post”; and refers to the radical change in re-
gard of human entity, and the parts of which it is composed. As already noted
at the title of the book How We Became Posthuman, by N. K. Hayles, it is sug-
gested that humanity has already moved to the state of pothumanism, view-
ing this transgression as an endless process that never showed totalitarian
transformations or short breaks, and also had never followed clear timelines
or permeable stages of development. Additionally, Hayles (1999) defines
posthuman by assigning to him/her the four following features:

1.

The posthuman view privileges informational pattern over material
instantiation, so that embodiment in a biological substrate is seen as
an accident of history rather than an inevitability of life.

The posthuman view considers consciousness, regarded as the seat
of human identity in the Western tradition long before Descartes
thought he was a mind thinking, as an epiphenomenon, as an evolu-
tionary upstart trying to claim that it is the whole show when in ac-
tuality it is only a minor sideshow.

The posthuman view thinks of the body as the original prosthesis
we all learn to manipulate, so that extending or replacing the body
with other prostheses becomes a continuation of a process that be-
gan before we were born

By these and other means, the posthuman view configures human
being so that it can be seamlessly articulated with intelligent ma-
chines.

Correspondingly, R. Pepperell, stressing the multidimensional nature of the
posthuman, defines posthumanism as the convergence of biology and tech-
nology to the extent they are no longer distinguishable.
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Haraways, using the term “cyborg” as a “beta” version of posthuman
notes:

By the late twentieth century, our time, a mythic time, we are all
chimeras, theorized and fabricated hybrids of machine and or-
ganism; in short, we are cyborgs. The cyborg is our ontology; it
gives us our politics. The cyborg is a condensed image of both
imagination and material reality... the relations between organ-
ism and machine has been a border war.

Case Studies. Therefore, the question that arises, is that if the posthuman is
a purely philosophical view on the evolution of the human species, or if
he/she indeed exists. Has the man already evolved into posthuman, featur-
ing the aforementioned characteristics? In order to answer the question, we
present four different case studies.

The Prototype. In the first case study, we introduce Viktoria Modesta, an
artist that harmoniously coexists with embodied technological components,
reflecting the posthuman condition beyond the boundaries of human cul-
ture, society and art. More specifically, Modesta, due to a medical malprac-
tice at birth, acquired a serious medical situation at the tibial region of her
left leg. While she spent most of childhood and adolescent age hospitalized,
in 2007 she decided to have her leg amputated in order to improve her mo-
bility and further ensure her health condition. In collaboration with the Brit-
ish initiative “The Alternative Limb Project”, a novel prosthetics company,
which produces technologically advanced and artistically unique prosthet-
ics, and Channel 4, she created the video project “Prototype” (2014), in order
to eliminate the common concept of power and sexuality of people with dis-
abilities. In addition, this project has brought to light the additional possibil-
ities that technology can provide to the human body. This work enabled the

8 D. ]. Haraway, “A Cyborg Manifesto”, in: Socialist Review 1985.
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pop culture to show the characteristics of a bionicicon rather than a medical
case that needs sympathy, sadness and assistance. Also the physicality of
Modesta has questioned the modern perception of beauty, exposing the
striking aspects of a modified body to the general public.

More than half a century ago, Frida Kahlo, as a forerunner of the posthu-
man culture, had approached largely the issues curated by the Prototype,
creating by herself prosthetics/medical devices, treating them as works of
art, and disturbing the perception of the contemporary society regarding
sexuality, beauty and power of people with disabilities. However, some dec-
ades later, the Alternative Limb Project has been the springboard for the
combination of the aforementioned concept with high technology elements,
resulting in seamless cooperation of the human body with technological ad-
ditives, and the possibility of the enhanced functionality of the body.

Primo Posthuman 3M+. Natasha Vita - More, designer, artist and one of the
main exponents of the transhumanism movement, presents perhaps the
next step of the embodied state of the posthuman, aiming to the dramatic
increase in human lifespan. The project Primo Posthuman 3M+ intends to
improve human body, with the use of advanced technology, which provides
enhanced functionality, considerably longer lifespan, as well as gender inde-
pendence, increased memory storage, senses, flexibility and controlled emo-
tions. More specifically, Vita - More argues that these objectives could be
reached by using, inter alia, nanotechnology (for data storage which will re-
sult to “metabrain”), biosensors placed upon the skin, replacement of vital
organs and skin (also changeable and resistant to sun resulting to “smart
skin”), optical fibers through the spine, visual correction, instant storage and
playback contact lenses, as well as monitoring components for the cardio-
vascular system. She has already proceeded to the improvisation of the de-
sign of the Primo Posthuman 3M + project, with two subsequent modifica-
tions, namely “Platform Diverse Body” and “Substrate Autonomous Person”
(2013).
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The design of Primo Posthuman 3M + may seem as an image of the dis-
tant future, not feasible at the present time. However, it should be men-
tioned, that among a number of technological innovations which could be
involved in this certain project, some are already being implemented. More
specifically, smart contacts were recently developed by Sony (officially pre-
sented to public at April 2016), and provide the functionality of vision cor-
rection, focus, zoom, save and reproduction of the latest pictures seen, in
video format. Moreover, medical devices like pacemakers, have been exten-
sively used in recent years to improve the functioning of the bodily organs.
Therefore, Primo Posthuman 3M +, enables us to have a glimpse at the pos-
sible future of the posthuman body, bringing to the fore scenarios of human
longevity.

Jagapparatus 1. We already presented two cases depicting the possible en-
hancements of the functionality of the human body, achieved by implement-
ing technological innovations within or upon it, thus the potent evolution of
man to posthuman. At this point, we discuss the case of Chris Cunningham’s
“Jagapparatus 1”,in order to study the evolution of the machine with respect
to the human condition itself, since, according to Haraway?, in her “Cyborg
Manifesto”, posthumanism brings ambiguity between the limits of animal,
human and machine, as well as inaccuracy between the limits of human and
non-human.

This robotic art installation was presented at Audi City high-tech con-
ceptstore in London in 2012. According to Cunningham, the installation con-
sists of "humanoid" machines, which, with the use of laser beams engage
into a surrealist attraction and power play, in line with the human relations
strategies. Pantic et al.10 predict that the next generation of computing,
based on the principles of artificial intelligence and HCI, will provide human-

9 D.]. Haraway, “A Cyborg Manifesto”.
10 M. Pantic et al,, "Human Computing and Machine Understanding of Human Behavior: A Sur-
vey," in: Artifical Intelligence for Human Computing. Springer Berlin Heidelberg, 2007, 47-71.
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centered interfaces such as those coming from human models. Therefore,
the term human computing, concerns the machines that will be able to ex-
hibit natural interactive human behaviors, such as social and emotional
communication, both towards people - users, and with each other at a later
stage. Jagapparatus 1, displays interactive human behavior between the ma-
chines, as well as their placement within the human environment and rela-
tions. Haraway’s “Cyborg Manifesto” (1985) refuses the concept of society
composed of subjects and objects, instead, it provides the social reality as a
set of social relations, which are the most important political structure. She
explains that

Contemporary science fiction is full of cyborgs — creatures sim-
ultaneously animal and machine, who populate worlds ambigu-
ously natural and crafted. Modern medicine is also full of cy-
borgs, of couplings between organism and machine, each con-
ceived as coded devices, in an intimacy and with a power that
was not generated in the history of sexuality.

C. Koch’s Panpsychism Doctrine. So if the machines can be treated equally
to a non human-centered interaction model, and according to the instance
of human computing that human behaviors can be reproduced by machine,
the question that arises is whether they can develop and consciousness. The
hard problem of consciousness, as described by Chalmers!! has been con-
troversial in the circles of contemporary philosophers and cognitive scien-
tists. Christof Koch, developing his own version of Panpsychism argues that
consciousness is a fundamental property of entities subject in a network, so
it cannot be derived from anything else, since it is a simple substance.

11D.]. Chalmers, "Facing up to the Problem of Consciousness," Journal of Consciousness Studies
2,1995,200-219.
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The Integrated Information Theory (IIT), as developed by Tononi and
Koch!?, study the phenomenological experience through five different phe-
nomenological axioms (intrinsic existence, composition, information, inte-
gration and exclusion). The aforementioned result in five postulates on the
qualities required of natural mechanisms to support consciousness. This
theory argues that consciousness is a fundamental property held by the nat-
ural systems that have specific causal properties and provides that con-
sciousness is a measurable quantity (®), common among biological organ-
isms and possible to occur in some very simple systems. On the contrary, it
claims that digital systems, even if their behavior was to be functionally
equivalent to human one, and still faithfully simulate the functions of the hu-
man brain, they would not develop consciousness.

However, the IIT does not discriminate between brain and integrated
circuits. Provided that the causal relationship between the circuit elements
(transistors and logic gates) leading to comprehensive information, the sys-
tem is able to feel something, to have an element of consciousness. A typical
example is the Internet, with a huge number of component parts (cabling,
protocols, materials) and causal relationships generating in it, larger than
any human brain. Although we cannot yet assume anything, the Internet,
and any other causal connection between the machines that leads to inte-
grated information could potentially become conscious.

Conclusions. From ancient to modern times, the Western world was orga-
nized following the scala naturae, a concept formulated by the Greek philos-
ophers Plato and Aristotle, and perfected by the Neoplatonic philosophers.
According to this, the world follows a strict hierarchical structure, contain-
ing in the upper level the divinity of the Creator and at the lower level eve-
rything material, metals and minerals. In the middle of the chain the worldly

12 C. Koch & G. Tononi, "Can Machines be Conscious?," in: IEEE Spectrum 45, 2008, 55-59.
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creatures are found, living beings where the man holds the senior and fore-
most position of them all. Therefore, the worldly dimension is organized an-
thropocentrically; the social structures and thus the cultures exist in a way
that meet human needs, in particular the stronger social stratification, which
is located on top of the chain. This arrangement created and preserved hu-
man and non-human groups that were marginalized, amongst them, people
of different nationalities, sexual orientation, people with disabilities, and
even in several cultures women and animals. The advent of posthumanism,
in a context of cultural, technological, social and biological evolution of the
human species, is expected to change the existing notions and balances, with
the current of philosophical posthumanism strongly promoting the ideolo-
gies of feminism and the subversion of anthropocentric society.

Furthermore, posthumanism bears the pluralism of options for several
human characteristics, which until now have been strictly quantifiable. In
particular, Halberstam and Livingstone!3 suggest that the concepts of gen-
der, ethnicity and sexuality, in the context of posthumanism may assume a
vague, indefinite and incalculable number of options. Correspondingly, Har-
away, in her “Cyborg Manifesto”, describes three radical ideas that put in
jeopardy the foundations of anthropocentric society:

1. The excess of the limits between man and animal, as well as the con-
nection with other living beings.

2. The ambiguity to distinguish animal, human and machine. She also
highlights the uncertainty of perception of what is the nature of
every being.

3. The inaccuracy between the limits of the human and non-human, as
technological components are everywhere and are often out of sight.

13 ]. Halberstam & I. Livingston, Posthuman Bodies. Bloomington: Indiana University Press
1995.
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Posthumanism shifts our conception of the human being from the es-
tablished sociopolitical, cultural and ontological context to a broader one,
where anthropocentricism tends to be eliminated as expressed by the post-
structuralist intellect, and the boundaries between the human and non hu-
man become indiscernible. In the likeness of Prometheus, the posthuman
procreates the intent of transcending by fracturing the dualistic nature of
human thought, the entrenched structures and narratives of western mun-
danity. By introducing the multilectic hybrid, the posthuman welcomes “the
age of the Cadaver, the Comatose and the Chimera. Of Zombies, Cyborgs and
Humanoids. Being neither one nor the other, being neither here nor there,
but partly present and mostly absent” (Stelarc).
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Laida Limniati

Human Robot Interaction in Japanese Manga and
Anime: Can People Fall in Love with Robots?

[Abstract] This paper aims to present Human-Robot Interaction (HRI) as it is perceived in
the world of manga and anime. This paper focuses on the psychological and social implica-
tions HRI has on people.

Levy (2007) mentions that if a robot acts like it has feelings, how can we say that it
hasn’t? Even Turkle, who disproves of the non-authentic communication, recognizes that
even if the feelings are programmed, the reactions they cause can be real.

But on the other hand, isn’t it taboo to attribute human characteristics to a machine?
Japan is one of the key players in robotics industry. Taking this into consideration it does not
come as a surprise that a lot of manga and anime have HRI as their main concept. From the
popular Chobits to the darker and more serious Ai-Ren, HRI is presented as a given but there
is always the taboo of the human-non human interaction.

There is a big difference between how robots are presented in Hollywood Movies and
US comics and in Japanese manga, anime and culture in general. In their research, Bartneck
etal. (2005) arrived at the conclusion that different cultures have different notions regarding
robots. These notions can be cultivated either by the media or by the general ideas that are
prominent in their environments. This is not surprising, since the Japanese government is
thinking of hiring robots for taking care of the elder (Wired.com, 2010). For this reason, the
theory of the robots taking over the world that we are watching in Hollywood movies is rare
in Japanese culture.

The paper will focus on the way HRI is presented in manga and anime and the psycho-
logical and social effects this relationship has.

[Keywords] HRI, robots, human-non human relationship

I ntroduction. The aim of this paper is to present the relatively new field
of robotics called “Human-Robot Interaction” (HRI) and specifically how
this is presented in Japanese anime and manga. Human robot interaction
combines features from other sectors, such as human computer interaction,
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psychology and artificial intelligence. This paper focuses on the psychologi-
cal and sociological aspects as well as the impact this relationship has on
humans.

On the one hand, some studies imply that we cannot attribute human
emotions to robots, but if a robot acts like it has feelings and emotions, how
can we say that it does not have them4? On the other hand, some might crit-
icize the communication between robots and humans, considering it as non-
authentic?s.

This paper consists of four parts. The first part refers to the history of
robots and their categories. The second part focuses on social robots. The
third part presents the human psychological aspects of the relationship be-
tween human and robot. The fourth part presents the robot representation
in Japanese manga and anime. Moreover, there is a reference in the differ-
ences in the representation of robot-human interaction between the West
(USA) and the East (Japan). The manga and anime were chosen in terms of
popularity and relevance to the subject. The manga which are presented are
Chobits (2001) by Clamp, Ai-Ren (1999) by Yutaka Tanaka, Zettai Kareshi or
Absolute boyfriend (2003) by Watase Yuu and Karakuri Odette (2006) by Su-
zuki Julietta. What all of them have in common is the fact that their protago-
nists end up falling in love with a machine. In all of the cases, the human
knows that the other part is not human.

History and types. In general, there is not a single definition of what exactly
arobot is, but a lot of researchers use the definition from the Merriam Web-
ster dictionary, according to which a robot is “a machine that looks like a
human being and performs various complex acts (as walking or talking) of a
human being”. The term robot (robota) coined by the dramatic Czech writer

14 D. Levy, Love and Sex with Robots: The Evolution of Human-Robot, Relationships New York:
HarperCollins 2007.

15 S. Turkle, “Authenticity in the Age of Digital Companions”, Interaction Studies 8, 2007, 501-
517.
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Karel Capek (1921), means “forced labor”. It was first introduced in 1921 in
the theatrical play Rossum's Universal Robots. Although in the work of Capek
robots are biologically created entities which look like humans, in science
fiction they are usually presented having a mechanical form.

The field of science that focuses mainly on the study of robots is called
robotics. The study of the relationship between humans and robots is a part
of the robotics science. The concept of the word robotics was first intro-
duced in Asimov’s project called I, Robot.

We are not exactly sure when the beginning of robotics can be placed.
Some believe that the first robot was the “Pigeon”, designed by the mathe-
matician Archytas of Taras. Archytas is believed to have invented and con-
structed a non-manned flying machine, which in fact was the first robot
(about 350 BC). Later there was the “Ctesibius’ klepsydra or water clock” (~
270 BC) and the “Automaton” by Hero of Alexandria (~ 50 A.D). This was “a
three-wheeled cart that could carry a group of automata to the front of a
stage where they would perform for an audience. The power came from a
falling weight that pulled on string wrapped round the cart's drive axle”, and
Noel Sharkey, computer scientist at the University of Sheffield, UK reckons
that this string-based control mechanism is equivalent to a modern pro-
gramming language?é.

All the above however, are more related to engineering rather than ro-
botics, in the sense of today’s robots. That noted, we could say that the first
robot was Leonardo’s robot, designed in 1495 by Leonardo Da Vinci. Later
on, in the 17t century, the Karakuri puppets appear in Japan. The Karakuri
puppets were automated dolls that served tea. The robots in the form that
we know them today were developed along with the computational control
of machine tools. The first industrial robot was manufactured in the US by

16 B. Crystall, “A Programmable Robot from 60 AD”, 07/05/2007, https://www.newscien-
tist.com/blog/technology/2007 /07 /programmable-robot-from-60ad.html (accessed
05/13/2016).
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George Devol in 1954. Two years later, along with Joseph Engelberger, they
formed the first robot company, named Unimation. Their robots came online
in 1960’s in a General Motors automobile factory in New Jersey.

Robot types. Historically, robots are divided into three generations. The
first generation of robots (1962-1980) performed repetitive procedures.
These kinds of robots do not have calculating and sensing ability. Their lo-
cation is static and they are widely used in industry. The second generation
of robots (1981-1990) have limited calculating power but their position is
dynamic. The third generation of robots differ from the previous kinds be-
cause they have “intelligence”, they have the ability to solve problems and
can make decisions in the course of their work. Their position is dynamic
and they acquire their intelligence during their “lifespan”?’. Although this
categorization is quite old, we still have not progressed into the fourth gen-
eration of robots, which are expected to simulate the real world and have
human-level intelligence.

Robots can also be divided according to the processes they perform.
Given the fact that sometimes a category might also intersect with another,
for this study, we will use Tzafestas’ categorization, according to which, the
five basic robot types are: Industrial robots, Mobile robots, Medical robots,
Telerobots and Social robots.

The industrial robots are first generation robots. They have the form of
a human arm and palm and are designed for repetitive tasks in structured
and stable environments. They are mainly used in industries (welding,
painting, etc.).

The mobile robots comprise of a platform with wheels, which usually
has sensors (visual, ultrasound, distance, etc.). Mobile robots are driven by
a control programme and can be equipped with arms (industrial robots).
They are also used in the industry for tasks that require motion but they can

17 S. Tachi, “The Third Generation Robot”, Technochrat 17,1984, 22-30.
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also be used for ice exploration or under the sea.

Medical robots are divided into macro and micro robots. Macro robots
are mainly used by people with special needs (autonomous robotic wheel-
chairs). Micro robots are used to perform surgeries. The most well known
micro-robot is called Da Vinci.

Telerobots or Remote robots can operate in both semi-structured and
unstructured environments. They combine remote control and autonomy.
They are designed to perform non-repetitive tasks. They find application in
space missions, in medicine and where remote handling is required in gen-
eral. Due to the fact that their operation is remote, a delay in their move-
ments is observed.

Social robots have a large degree of autonomy and are able to communi-
cate and interact with humans or with other robots and the environment,
following rules of social behaviour either learned or incorporated in their
drivers.

HRI. As already mentioned, the study of the relationship between humans
and robots is called "Human Robot Interaction - (HRI)”. It is noteworthy that
the relationship between humans and robots existed in the imagination of
people even before the invention of robots. It started mainly with the work
of Isaak Asimov [, Robot. In these ten short science fiction stories of Asimov,
the three basic laws of robotics (Law of Robotics) are presented. According
to these:

1. A robot cannot injure or cause pain to a human.

2. A robot must obey people’s orders unless they are inconsistent with
the first law.

3. A robot must protect its existence as long as it does not preclude the
first two laws18,

A fourth law, known as the zeroth law, was added to the three laws

18 1. Asimov, I, Robot. New York: Doubleday 1963.
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above. According to the zeroth law, a robot may not harm humanity, or, by
inaction, allow humanity to come to harm.

As already mentioned, HRI is the subject of many sectors, including the
Human-Computer Interaction. Brooks (2000) identifies two principles that
separate the robot from PCs: framework and embodiment. Robots are
placed in a frame which is embedded in the world and interact with it via
sensors, which influence their behaviour (framework) and they are embod-
ied in the sense that they have a physical body which interacts with the en-
vironment (embodiment).

In the principle of embodiment the concept of embodied interaction is
added. It is a kind of interaction within a world of physical and social reality.
Embodied interaction shows how robots interact with humans (Dourish,
2001)19. Pamela Jills (2007) of Stanford University believes that HRI's goal
is to create robots that could better support humans.

Examples of Social Robots

Cog

Cog was a project at the Humanoid Robotics Group of the Massachusetts In-
stitute of Technology. It was based on the hypothesis that human-level in-
telligence requires gaining experience from interacting with humans, like
human infants do.

LEONARDO

Leonardo is a 2.5 foot high social robot, the first created by the Personal Ro-
bots Group of the Massachusetts Institute of Technology. Its development is
credited to Cynthia Breazeal. The goal of creating Leonardo was to make a
social robot. Its motors, sensors and cameras allow it to mimic human ex-
pression, interact with limited objects and track objects. This helps humans
react to the robot in a more familiar way. Through this reaction, humans can

19 P. Dourish, Where the Action Is: The Foundations of Embodied Interaction. Cambridge: MIT
Press 2001.
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engage the robot in more naturally social ways. Leonardo’s programming
blends with psychological theory so that he learns, interacts and collabo-
rates more naturally with humans.

KODOMOROID

It was created by Professor Hiroshi Ishiguro. Both androids will work at To-
kyo's National Museum of Emerging Science and Innovation, interacting
with visitors to collect data for Prof. Ishiguro's studies into human reactions
to the machines.

Sota

Sota was developed by Vstone and was presented this year by NTT, one of
Japan’s biggest telecom companies. It is sold for about $800, plus a monthly
service of around $30. The robot can communicate with the user verbally
and it can also assist the user with health functions, taking advantage of the
Internet of Things and interacting with wearable devices to check a user's
blood pressure and heart rate. The telecom provider is initially marketing
Sota at care facilities for the elderly. Vstone is a Japanese maker of sensors,
robots and other electronic products.

Robots and Cultural Differences: Depiction in Manga and Comics. Bart-
neck et al. (2005) arrived at the conclusion that different cultures have dif-
ferent exposure to the subject of robots, either through their media or
through their general perception. This does not come as a surprise since the
Japanese government is expected to resort to hiring robots for elderly care
(Wired.com, 2010). For this reason, the trope “robots will conquer the
world” which we often see in Hollywood movies (Cameron, 1984,
Wachowski & Wachowski, 2003) is observed more rarely in Japanese cul-
ture.

The Japanese Government started thinking of hiring robots for elderly
care in the last 6 years, but a few years ealier, Yutaka Tanaka in his manga
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of AI-Ren (1999) spoke of AGH-RMS (Artificial Generated Human - Regener-
ated for mental Support), which were artificially made humans, who had a
personality implanted in them and had come to life to provide psychological
support to someone who was about to die.

In the american comics, the majority of the robots have the form of me-
chanical anthropomorphic creatures and they usually play the role of the
villain (Lee - Kirby, Ditco 1965). In the cases where they are not villains, they
are super heroes (Kanigher, Andru, Esposito, 1962, Drake, Haney, Premiani,
1963). On the contrary, in Japanese culture, most robots that appear in
manga or anime have an anthropomorphic form. This is natural if we take
into account that in Japan anthropomorphism in robots is not something
new.

Moreover, in Japanese culture of manga and anime, robots are not vil-
lains but in a lot of cases they are portrayed to be the ideal companions, who
end up having real feelings (Watase, 2005, Suzuki, 2005).

One manga that is of great importance regarding people’s perception
about robots is Chobit by Clamp (2001). This manga takes place in the future
where humans and robots coexist. The robots look exactly like humans and
what distinguishes them is their cat-like ears. The androids in Chobits are
called persocoms. Obviously the name is an abbreviation for “personal com-
puter”.

What is interesting in this story is that everyone owns one or more per-
socoms - as we do with personal computers or mobiles etc. - and they are
so absorbed in their relationship with them that there is almost no social
interaction between people. Except for the protagonist, there are other sto-
ries which evolve in parallel. Hideki’s friend was in a relationship with a
teacher who left him for a persocom while the baker had married a perso-
com which got outdated and stopped functioning. As a result, people are iso-
lated with their robot and they do not interact that much with other people.
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In the end the main character will be confronted with the dilemma
whether to stay with the heroine when she reveals that she has no real feel-
ings, but is programmed to love him. The hero finally chooses to stay with
her saying: "When Chi (the name of the female protagonist - the robot) is
happy I feel happy, and when you are sad, I feel sad. Even if all of Chi’s ex-
pressions are just a programme, I do not care” (Clamp, 2005), resulting in
what Turkle pointed out: although the feelings are not there, the expressions
and emotions that create are real?..

In Chobits, the main character, Hideki, falls in love with Chi, a persocom.
Hideki himself is wondering throughout the story if he really is in love with
Chi or not, but in the end he decides that he cares for her and he is happy
when Chi is happy and he is sad when Chi is sad, even if her emotions are
programmed. In the Chobits’ forum, a reader gets to the point of asking:
“Would you still support Hideki if he had fallen in love with his fridge”? For
this reader, a human-machine relationship can never work and no matter
how cute and perfect Chi is, she is a machine equivalent to a fridge and noth-
ing more. Others might say that this perception is wrong since Chi is pro-
grammed to have emotions.

Ai-Ren by Tanaka Yutaka has a more dramatic tone than Chobits. It is set
somewhere in Japan in a future time and follows the story between Ikuru
and Ai, an artificially generated girl which was programmed to accompany
Ikuru, because he is terminally ill. Due to the fact that the manga raises so
many serious issues at the same time, Ai and Ikuru’s love is considered as
normal in the forums. The difference here is that the society is not absorbed
in the media or in persocoms as it happens in Chobits so probably this is
what makes the difference.

In Watase Yuu's Zettai Kareshi (Absolute Boyfriend), the heroine Riiko
Izawa finds herself fall for Night, a male robot that she ordered online and

20 S. Turkle, “Authenticity in the Age of Digital Companions”.
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which is programmed to be her boyfriend and make her happy. As it hap-
pens with most stories with a similar plot, Riiko cannot resist Night's perfec-
tion and she will do everything for their love. Unlike the other stories, a third
person is involved. It is Soshi, her classmate who is secretly in love with her.
And here is the point where the debate starts between the members of the
community: Soshi or Night? A human or a robot?

Some readers say that although they love Night, he is just programmed
to be like that. Or that too much perfection wouldn’t be nice. The last choice
of manga is Karakuri Odette. Odette is an android made by Dr. Yoshizawa
who attends school like every normal girl and unlike the previous manga,
she is the one who has fallen for Asao, the male protagonist. Asao also seems
to have feelings for Odette, but knowing that she is an android he rejects
Odette’s proposal. Since this manga follows the emotions of the android, the
reader has to sympathize with her, but the fact that Asao in the end rejects
her, makes it even more difficult to raise the question: can a human fall in
love with a machine?

This particular manga was chosen because it is kind of closer to reality:
even if someone develops feelings for a machine they will probably suppress
them since it doesn’t fit to the norms. Falling in love with something non-
human would be considered as sin, is what Freya, Chi’s alter ego mentions
to Hideki. I could say that my video is more focused on the fact that someone
can fall in love with a machine. If it is right or wrong and why this happens
is a matter which requires a lot of and deep research on the human-machine
interaction field.

But, if it is possible to fall in love with a machine which doesn’t have any
physical presence, then it is even more possible when it has. Searching the
forums of these manga, there were some debates regarding the same sub-
ject: if a human can really fall in love with a machine. The answers were con-
tradictory (since it is a debate after all).
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This difference in perception between the US and Japan might be at-
tributed to religion. In Shinto which is Japan’s main religion, God can be
found everywhere, in humans, animals and machines, while Christianity
separates animate and inanimate beings (Bartneck et al., 2005). However,
according to Bartneck et al., the Japanese people seem to better understand
the advantages and disadvantages of the robots, which makes them more
skeptical in regard to the future.

Although at first glance they might not look relevant, however, the cul-
tural differences of each nation should be taken into account if we want to
introduce robots in everyday life.

Barnlund believes that people speak the same language to disagree, not
to agree and in addition he believes that there is a kind of selective commu-
nication between people?!. This view comes in line with the cultural differ-
ences observed between the two countries. For this reason, robot engineers
and creators should take into serious consideration the psychology and the
general cultural context they address. For example, Hiroshi Ishiguro’s iden-
tical to human robots might not be popular in the US.

Conclusions. The study of HRI is still at an early stage, especially when it
comes to the study of emotions. Until recently, HRI has focused on the inter-
action with people in order to create a better working relationship between
them.

But researchers seem very interested in creating robots with emotions
similar to humans’. In fact, Sheridan believes that humans in their relation-
ship with automation (and consequently robots) are sacrificing ergonomics
in favor of sensory and cognitive functions22. Some studies (Turkle, Weizen-
baym) are already criticizing the human-robot communication, considering

21D. C. Barnlund, Communication: The Context of Change, in: C. D.Mortensen (ed.), Basic Read-
ings in Communication Theory. New York: Harper & Row 1973.

22'T. B. Sheridan, Humans and Automation: System Design and Research Issues. New York: John
Wiley & Sons 2002.
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it as non-authentic or unethical and wonder what it is that makes people
ignore that robots do not have feelings and that they are programmed.

But if we take the notion of engagement into account as defined by
Brenda Laurel in Computer as Theatre (1993), one needs to bypass the fact
that a theatrical act is just an act in order to enjoy the play. This principle
can be applied in the way people face robots. Although they know that they
are notreal, or that their feelings are programmed, they subconsciously pre-
fer to bypass the process that is compared with the hypocritical art, and en-
joy the feelings such acts create them.

Turkle herself, who has criticized this non-authentic communication,
recognizes that although emotions can be programmed, their reactions to
those programmed emotions are real. Considering that humans are nothing
more than machines themselves programmed by their DNA4, it is not surpris-
ing to say that robots are similar to humans and therefore their feelings are
real. According to Dennett, we are nothing but robots made by robots, made
by robots, stating that man is simply a complex robot, which today's robots
cannot yet imitate?23.

Maurice Merleau-Ponty who is well known for his work on the phenom-
enology of perception, believes that humans’ priority should be on under-
standing if something that we consider as true with all our senses is indeed
real: "What saves us is the possibility of a new development and our power
of making even what is false, true - by thinking through our errors and re-
placing them within the domain of truth”24 Trying to integrate the phenom-
enology of perception in HRI, we can explain the fact that humans are beings
that capture something first with their senses, and if their senses sense some

23 D. Dennett, “How People Are Like Robots”, 07/05/20009, http://bigthink.com/ideas/13471 (ac-
cessed 05/13/2016).

24 M. Merleau-Ponty, The Primacy of Perception and Its Philosophical Consequences, trans. J. M.
Edie, in: J. M. Edie (ed.), The Primacy of Perception And Other Essays on Phenomenological Psy-
chology, the Philosophy of Art, History and Politics. Northwestern University Press 81989
(11964).
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feelings, who can say with certainty that these feelings do not exist?

Except for the robots that are created to promote human emotions be-
cause they are programmed to have a few of them, there are also social ro-
bots that manage to achieve interaction with humans without having highly
anthropomorphic characteristics or apparent feelings, but by just being in-
tegrated into the same environment.

Tank the roboceptionist fits the idea of "Substance’” as defined by Ken-
neth Burke in the Grammar of Motives (1945). Tank not only stands by him-
self but also as part of the space/environment. The same happens with The
Fish - Bird Project, which also fits the notion of substance. Two robots-
wheelchairs that are available both as entities but also as parts of the envi-
ronment. Taking into account Burke’s five principles in the grammar of mo-
tives, which quite resembles the process of communication, we notice that
the robots manage to successfully interact both with the environment and
the people.

HRI as it is today should not aim to the holy grail, i.e. robots that coexist
with us, even as partners but it should try to benefit from our current
achievements, learn from them and improve.

Autonomous robots can recognize and identify the location of a user,
they can read texts and they can help people. In the future they can act as
guardians to assist in extinguishing fires, carrying materials in construction
or even taking blood samples. All is needed is to find a framework of how to
design kinds of robots and of how they can coexist in harmony with people2s.
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Irini Athanassakis

A.R.T. and Poiesis:
Reflexions on Some Poems on the Aesthetics and
Linguistics of Assisted Reproductive Technologies

[Abstract] Having children used to be considered as the most natural thing in the world. Ma-
king Life and the Creation of men however has been considered as the Science of God (la
Science de Dieu) touching the sacred (and the Taboo) through the civilations. A polynesian
cosmological Mythology as an example, consideres the Creation of the world and matters of
(in)fertility as the same issuel.

The emphasis of the so-called the modern world on birth control as one means of body-
, territorial- and self-control seems opposite to the ancient rituals venerating fertility. Both,
birth control and Assisted Reproductive Technologies (A.R.T.) have blurred nature and cul-
ture in this central field of procreation in an unprecedented way.

Where (mother) nature ends and where (fathers’ and mothers’, men’s and women’s)
culture may start has now become part of the human procreation practices themselves and
is questioning the individual in it's decisions and possiblitites to procreate aswell as whole
societies and populations.

Some examples of the series of drawings mingling biochemical, medical, historical, gen-
der and medical data adress some of the images, signs and words present in the A.R.T. world.
Information and thoughts constitute the poems of the Bio-Logics of Making Life Possible.
They document the experience of a “life performance” and set out fragments of a mind map
where informations, images, words, emotions meet and co-exist.

[Keywords] Art and Artificial Reproductive Technologies; beyond nature and culture;
(in)fertility; the mother machine; baby-making; images of oozytes, FSH, the immaculate con-
ception and angels to come

1E.S. C. Handy, Traité d’Histoire des Religions. Paris 31959), quoted after M. Eliade, Die Schép-
fungsmythen. Diisseldorf: Patmos Verlag 2002 (1964 Benziger Verlag, Ziirich; Originalaus-
gabe: La naissance du monde; Paris: Editions du Seuil 1959), 13: “Die Worte, durch die Io das
All formte - das heif3t durch die diese geschaffen und dazu gefiihrt wurde, eine Lichtwelt her-
vorzubringen - dieselben Worte werden verwendet im Ritus der Fruchtbarmachung einer
unfruchtbaren Gebarmutter...”
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That nature exists, it would be absurd to try to
prove; for it is obvious that there are many things of
this kind...

Aristotle, Physics

A.R.T. and Assisted Reproductive Technology. The coincidence of the
word Art and A.R.T. standing for Assisted Reproductive Technology are
stunning. And indeed, ART coming from ars, artis, latin, skill, used to be con-
sidered as a specific skill or mastery until the 17t century. One of the core
specifications of art in an Aristotelian understanding is mimesis (its repre-
sentations of reality)2. But there is a difference between poiesis and techné.

The ancient and modern techné (from the Greek téyvn), also being the
origin of technology, also denominates craftsmanship, craft, or art. And
techné is equally a term in philosophy with an intent of making or doing so-
mething specific. As an activity, techne is concrete, variable, and context-de-
pendent. Techne was not concerned with the necessity and eternal a priori
truths of the cosmos... (poiesis) but with practical questions of (mainly do-
menstic) life. In philosophical discourse techné is often distinguished from
art (in the sense of poiesis).

The Arts, techné and poiesis, have been traditionally studying nature
and her wonders in order to surpass it, to create an artifice, something stun-
ning, touching and expressing human emotions, maybe beyond natures3.

Going back to the story about the “painting duel” between the paintors
Parrhasios and Zeuxis in Ancient Greece, the subject used to be how nature
can be copied in a most convincing, almost hyper-realistic way. While Zeuxis
painted grapes so perfectly that even birds were fooled and tried to eat
them, Parrhasios painted the curtain of the place hosting the contest so well,
that even his professional adversary Zeuxis was fooled and tried to pull the

2]. Levinson, The Oxford Handbook of Aesthetics. Oxford: Oxford University Press 2003, 5.
3 oxfordreference.com (accessed 12/03/2011).
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curtain away to see the actual art work*. Nowadays it is not artists with their
paintings and objects, but the medical corps practicing A.R.T. doing the
“wonders of making life” as or even better than nature (possible).

The Making of the World and the creation of humans has been at the
core of all cosmologies and religions. They are telling stories of explosions
of stars or marriages of the sky and the earth, or the sea and the earth, spec-
ulate about one single creator or a whole group of gods and goddesses com-
ing down to earths. Although science has achieved milestones and seems to
achieving even more every day the mystery of the beginning has not been
abolished, no model knows for sure how it all happened and how life came
to being.

As a matter of fact in life sciences chemistry, biology and physics meet
and merge and ask the same questions concerning energy and time and their
(in-)stability. The question what life is, and how it emerged from non-life,
how chemistry became biology asked by Erwin Schrédinger and many oth-
ers remains without answer. In the Biochemists words “Life can be defined
as chemical systems able to self-replicate with access to some energy source
in order to maintain a far-from-equilibrium state”s.

Humans are considered as such systems, but not all humans have the
possibility to replicate or procreate. These circumstances and of course the
human quest for knowing how life works by also investigating human baby-
making have led to the vast field of Reproductive Sciences and more specif-
ically to Assisted Reproductive Technologies.

This field has expanded exponentially and the dream of Prometheus and
Dr. Frankenstein to make humans seems to become real in some small steps
with many to come.

4 G. Plinius Secundus: Naturalis historiae 35, 64 (1669 Edition).

5 M. Eliade, Die Schépfungsmythen.

6 A. Pross, What is Life? How Chemistry Becomes Biology. Oxford: Oxford University Press 2016
(12012).
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(in) fertility - making life happen. Nowadays children are not anymore
considered as something “happening” more or less easily. Women and men
are understanding and practicing birth control allover the globe. Birth rates
have dropped drastically from the 1990ies on and the effective global ferti-
lity rate will drop beneath replacement rate (2.36) around 2020, and hence
stabilize the world population around 20507. In huge parts of America, Eu-
rope and Asia birth rates are beneath replacement rate and populations are
held stable by migration8 (which would be an important argument for allo-
wing migration).

This increasing rate of controlled populations is a huge political and
social project, maybe the issue of social engeneering of our societies and the
anthropocene. But in all this field of control of growth and humans and
wealth, the important number of infertile women and man has made infer-
tility a major subject, too. In fact infertility rates are very difficult to be de-
termined due to differing evalutations and a lack of transparency concerning
the subject in general. A recent study of the World Health Organization has
estimated that one in four couples in developing countries have been found
affected by infertility® while numbers in developed countries seem to be mo-
nitored at around 6 to 20 percent (depending on the sources); this means
that around 100 million heterosexual couples worldwide would like to have
children but are physically unable to do so. According to the WHO causes are
genetic disorders, infectious and non-infectious diseases, and exposure to
certain chemicals?°.

7 S. Sanyal (The Project Syndicate: 30 October 2011), “The End of Population Growth”.

8 World Factbook table of Total Fertility Rate ordered by country rank; Human Fertility Data-
base: Collection of age specific fertility rates for some developed countries; Java Simulation
of Population Dynamics (by november 2016).

9 http://www.who.int/reproductivehealth /topics/infertility /burden/en/ (november 2016).
10 Sources as: http://ncbi.nlm.nih.gov/pmc/articles/PMC3777571 (retarded maturation of
oocytes when exposed to BPA present in all plastic products); https://www.scientificameri-
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Wherever the questionable truth concerning fragile fertility and increa-
sing infertility may be, since the nineties, Assisted Reproductive Technology
(A.R.T.) has been revolutionized and techniques, medication and research
are still one of the most innovative of our times. Making life (possible) seems
to have stopped being (only) about sex and love and bonds between families.

The Mother Machine. Assisted Reproductive Technology is more that con-
tested, can be seen as critical on many ethical and political issues. What kind
of A.R.T. practices are legal and where (still, many practices as egg donations
and surrogate motherhood are illegal in many countries and regions of the
planet)? Who is practicing A.R.T.? Who is controlling the technologies and
oozytes and sperm? Who can affort this technology? What are the limits of
it's agency? Where are the limits of the integrity of the human species, if
there are any!1? Shall interventions concerning the sex and health issues of
unborn babies as identifyable and hence avoidable diseases become legal or
are they profoundly immoral? How can the “gynocide” of millions of unborn
baby girls be altered!2? Who are the women selling their wombs, the profes-
sional breeders, and are they “breeding” for others deliberately (some of
them are in fact held in prostitution)? Whom are they “renting” their wombs

can.com/article/environmental-chemicals-obstacle-infertile-couples/ (even low doses of en-
docrine disruptors present in over 1000 chemicals negatively effect fertility in women);
http://www.ehp.niehs.nih.gov/15-09779/ (exposure to particular kinds of pesticides and
electronics lower sperm quality)...

111994 the law on bioethics in France incerted an article in the famous Code Civil, Article 16-
4: “Nul ne peut porter atteinte a I'intégrité de I'espéce humaine.” And specifies further that:
“aucune transformation ne peut étre apporté aux caractéres génétiques dans le but de modi-
fier la descendance d’une personne”, prohibiting the modification of genetics characteristics.
From: P. Descamps, L’uterus, la technique et I'amour. Paris: Presses Universitaires de France
2008, 81.

12 A. Fouque, Pregnancies: Feminology, 1968-2008. Paris: Gallimard 2008, 216.
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to? What is happening when the “breeder” wished to keep the baby!3? In-
deed the Baby-Making Profession is a huge and very profitable business
community excluding the many not able to pay for the available but expen-
sive treatments.

Politics and religions, moralists and progressives continue a never-
ending debate. Brilliant researchers and progressive clinics make things
happen in an unprecendented way. In Spain you can find something amazing
like an Embryo Hotel where Embryos growing in artificial environments are
monitored and selected, and give hope to persons wishing to have a baby. At
the same time feminists contest the total (male) control of conception, the
ongoing replacement of the female body and the realization of a male dream
(already present in greek mythology with Athene born out of Zeus’ head and
Prometheus): the dream of making babies without the need of a female
body. Is it all about possiblity and control of procreation at all? Is it about
gender and money and power? Is it about some new sort of eugenics making
healthy and strong babies for the ones who can afford them suggesting to
everybody else that no or less children and the humans dropping under re-
placement rate being the more sustainable solution for the planet4?

All these speculations and movements seem to be antagonizing, split-
ting groups and individuals themselves. Scientists are going ahead making
things and babies possible, protesters get more and more specific about
what kind of nature and naturality of procreation they are into (as in France
for example the “Mariage pour tous” movement, being against homosexuals
and their rights to have a family for example). Many couples are deciding to

13 G. Corea cites an impressive number of controlled procreation and breeding in many diffe-
rent repressive regimes allover the world and examines subjects as Family (Genetic) Plan-
ning as Eugenics, the Ovulating and Embryo Transfer practices as Woman Industry and
Surrugate Motherhood by prostitutes, slaves and other captives as in Nazi Germany. The
Mother Machine: Reproductive Technologies from Artificial Insemination to Artificial Wombs.
New York: Harper & Row 1985, 272-282 and 303-316.

14 “Low Fertility and Sustainability”, http://www.worldwatch.org/node/561; 11/07/2016.
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have no or less children, more and more women are encouraged (even by
their employers as google or the Microsoft Corporation) to freeze their
oozytes in order to be able to concentrate to their work during the fertile
and efficient years of youth, more and more women in poorer countries are
renting their wombs out or selling their oozytes to infertile women. At the
same time research and practice have proved that while sperm is more ea-
sily to obtain and handle, the true treasure of procreation seems to be the
female oozyte, fragile and precious, and the female womb itself, which can-
not be replaced by any technology of artifice for the time being. Is this a new
issue on equality or inequality of the sexes? Is it about considering mothers
as machines? Or is it about growing control of everything and every body in
general?

Whatever the discussions might be, in the end it becomes a “give life or
not” question to every single woman and men and couple. For the person
being infertile, the question becomes even more important: because it is not
only about having a baby in the end, but also about the limits to be set to the
own body. As Judith Butler and Lucy Irigaray already made clear, bodies,
form and matter, do matter?s. Does the own body (the own bodies, as pro-
creation need a female and a male body) have to do it all alone or is “help”
allowed or needed? What kind of help is acceptable and how help will even-
tually turn into A.R.T.?

15 ]. Butler, Bodies That Matter: On the Discoursive Limits of “Sex”. London/New York: Rout-
ledge 2011 (11993), 10: “Irigaray’s task is to reconcile neither the form/matter distinction
(schema/hyle) nor distinctions between bodies and souls or matter or meaning. Rather, her
effort is to show that those binary oppositions are formulated trough the exculsion of a field
of disruptive possibilities. [...] Irigaray’s intervention in the history of the form/matter dis-
tinction underscores ‘matter’ as the site at which the feminine is excluded from philosophical
binaries. Inasmuch as certain phantasmatic notions of the feminine are traditionally associa-
ted with materiality, these are specular effects which confirm a phallocentric project of auto-
genesis.”
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I’am not an expert. Baby-making. When it comes to be in the situation of
being labelled “infertile”, still considered as a taboo, the first reaction might
be a shock, more or less metaphysical questions on the beginnning and the
end of life coming into the minds. What does life mean and does it matter to
have or not to have a baby? There are so many of them born every single
day, so why is it so imporant to have one’s own baby? Is this a question of
nature or culture, or are we (and have we always been) beyond the dicho-
tomy of nature and culture anyway!6? Is having babies a natural thing or cul-
tural and how cultural is the “expected number” of babies to have or not?
When the answer to the wish for a baby is positive it might become an ob-
session on it’s own and the question arises on whether to go for A.R.T. or not.
Medically Assisted Pregnancy and Artificial Reproductive Technologies
(A.R.T.) need to be considered as a process of leaving the own body and it’s
logics and (im)possiblities (and often the bedroom and a loving and exciting
sex life) far behind. A.R.T. means to hand it’'s own body or bodies over to the
arts of the medical corps.

The decision to go through an A.R.T. process has nothing to do with an
easy going “let’s do it”. It is a slow vanishing of an imaginary self-control to
and self-independence towards a wide field of medicine, biochemistry, psy-
chological support and last not least a certain, sometimes belaughed belief
in mysteries and miracles. It is a process of learning many things about the
own body, it's meaning?’, it’s limits and their transgression. It is very much

16 “[...] 'opposition entre la nature et la culture ne posséde pas 'universalité qu’on lui préte,
non seulement parce qu’elle est dépourvue de sens pour tous autres que les Modernes, mais
aussi du fait qu’elle apparait tardivement au cours du dévéloppement de la pensée occi-
dentale elle-méme.” P. Descola, Par-dela nature et culture. Paris: Gallimard 2005, 13.

17 M. Johnson, The Meaning of the Body: Aesthetics of Human Understanding. Chicago & Lon-
don: The University of Chicago Press 2007, 279: “Human meaning is embodied. From the mo-
ment of our entrance into the world, and apparently even in the womb, we begin to learn the
meaning of things at the most primordial bodily level. Things are meaningful by virtue of their
relations to other acutal or possible qualities, feelings, emotions, images, image schemas, and
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about getting an expert of one’s own body (again). Getting to know about
nutrition, hormons, drugs, temperatures, needles and general anaesthesia
step by step pushes the boundaries of what is acceptable further and further
and many women enter the laboratories of the heirs of Viktor Frankenstein
(Mary Shelley): usually doctors and biochemists, parents in spe and the ba-
bies to come do not look like monsters, but can be compared to the modern
Prometheus being rebels agains nature...18

Many strong emotions, as fear, hope, pain, despair, sadness, questions
of life, the beginning and the end of it and the increasing knowledge about
what is or is not happening in the body get tangled to a knot and the only
obsessive question that remains is: is there going to be a baby or not? Wo-
men and men going through the more or less long proceedure of medically
assisted pregnancy get to know images, and names of drugs an tests, need to
get aquainted to documents, drug packagings and papers on the issue. Some
will meet surrogate mothers and will have get to know a woman that will
carry their child!®. What may become a “life performance” is something
between control and hasard, between science and nature, between body and
mind.

When a baby is not “arriving” after some time of “trying” to have one, i.e.
having sex, in our societies it is usual to consult a doctor (and not a magician
or guru). Gynecologists first suggest to do some blood tests, the first of a long
series, and to monitor temperatures and the regularity of menstrual cycles
for the woman in question. When results indicate fertility problems, i.e. no

concepts. We begin our lives mostly by feeling or sensing this vast complex of meaning, and
we never cease to access it via feeling...”

18 According to the story of Prometheus from Hesiod and Aeschylus Prometheus brings the
fire to humankind, but Aesop, Sappho to Ovid propose Prometheus as the actual Creator of
Humanity and as rebellion against nature and the gods.

19 Contemporary studies seem to indicate that “it is the quality of the surrogate’s relationship
with the contracting couple that largely determines her satisfaction with her experience.” E.
Teman, Birthing a Mother: The Surrogate Body and the Pregnant Self. Berkeley/ Los Angeles:
University of California Press 2010, 294.
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or irregular ovulation, egg or sperm quality, specific levels of prolactin, or
FSH or LH, or other hormonal irregularities, the suggestion is made to start
a “treatment”. The question of egg or sperm quality are not a detail and it
may come as a huge surprise to reflect on the quality of one’s own eggs or
sperm... As a matter of fact, the consciousness of having eggs and a need to
take care of them is not one of the core questions of culture nowadays at all
while fertility was central to most ancestral cultures. And the story of
mothers is still a new field of research20. Maternity (a relatively new word,
which did not exisit in antiquity, made up in the 17t century by scholars),
and paternity are about to be redefined by new practices.

The “treatment” of infertility may start with suggestions concerning life
habits as food, sleep, sex habits and sport and then turn to additives and so-
called nutraceuticals as omega 3 or 6, follid acids, DHEA, selenium, comple-
xes of vitamines and minerals as zinc (as Femibion, Fertinatal, Androener-
gen, Ovoengeren, etc.), and continue with pills (usually hormons, as oestro-
gen) controlling and boosting ovulation and/or the quality of sperm and the
monitoring of sex practices at a certain day or even day time in order to op-
timize the probability to get pregnant?!. It is basically about more and more
control and monitoring of each step and all biochemical data in order to
enable pregnancy.

The next steps suggested are artificial insemination, In Vitro Insemina-
tion (IVF), Intracytoplasmatic Sperm Injection ICSI, egg donation, and last not
least a surrogate mother (and the works on artifical wombs and clones to
come). These words have become very well known to the public and do not
seem to denominate anything particularly ambiguous, but are names for very

20Y. Knibiehler, Histoire des méres et de la maternité en occident. Paris: Presses Universitaires
de France 2012 (12000), 5.
21 D. Wagner, How to Improve Egg Quality: The Smart Way to Get Pregnant. Amazon 2014.
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important interventions to bodies and psyches?2. They come with interven-
tions to the body via pills, injections and operations for the stimulation and
retrieval of eggs and the implantation of embryos. The terms used sound very
technical, in fact they are and their practice is bound to a more and more con-
cise monitoring of bodies: body liquids, temperatures, cells themselves. It is
about molecular stability and instability and proteins and vitamines and su-
gars, zinc and calcium and hydrogen and oxygen and carbonyde. Their “per-
formance” is bound to monitors, and laboratories and hospitals and research
of huge corporations and medical centres. Each human body is monitored and
becomes data and image, writes and rewrites data and statistics and probabi-
lities and what is (and is not - yet) possible. Professionals report that “the ine-
scapable fact is that embryo selection as determined by morphology is a crude
exercise, and unfortunately the view beneath the microscope is not necessa-
rily a true reflection of embryo competence?3.” This means that the mere look
of cells matters for their becoming life or not.

Flesh, and blood, eggs and cells and sperm become numbers and data,
women and men become information and research material and last not least
money (to be made or costs to the health systems). Eggs and sperm, and bo-
dies are transformed into probabilities and model new possibilities of procre-
ation. Bodies become images on screens, generate information and become
territories for new treatments and new products and practices and become of
a whole apparatus of science, business and politics.

22 The debt of life, la dette de vie, seems to play a significant role in this. The gift of life can
only be returned by giving life. See M. Bydlowski, La dette de vie: Itinéraire psychanalytique
de la maternité. Paris: Presses Universitaires de France 2014 (11997), 169: “Comme I'ombre
(the Shadow being the image for infertility- as related to by Hugo von Hoffmannsthal, Die
Frau ohne Schatten), la reconnaissance de la dette est nécessaire. La vie n’est peut-étre pas
un cadeau gratuit mais porte en soi I'exigence de transmettre ce qui a été donné. Le don de la
vie, a la fois promesse d’'immortablité et de mort, induirait qu'une dette de vie circule de mére
afille...”

23 B. Fauser & P. Devroey, Baby-Making: What the New Reproductive Treatments Mean for
Families and Society. Oxford: Oxford University Press 2011, 134.
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Immaculate Conception. Angels... What happens to love and tenderness
and sex in all this? What to the dream of a human baby with it's tiny and soft
body in need for warmth and tenderness and eyes and milk? How do the
representations of medical data, images of oozytes and needles and FSH and
the loss of consciousness when undergoing the egg retrieval and frozen
oozytes relate all real bodies of babies and to the beautiful angels in art his-
tory being in fact representations of baby bodies? How do biblical stories as
the Immaculate Conception and wonders and mythologies of Creations out
of Goddes heads or flesh coincide with medical practices of today and tomor-
row? What is the mingling of mythology, religions, politics, medical research
and personal experience doing with our consciousness and unconscious-
ness? How do dreams of a baby and mathematics and stochastics inhabit
mothers and fathers to be? It is not possible to know yet what the implica-
tion of A.R.T. will be on the humans treated and created by them, it is not
possible to know how far reproduction technologies and practices will go
and get, how far hope and wonder will turn into bio-chemistry. We do know
that A.R.T. is highly ambivalent and that it will remain so.

In times of techné spilling over to poiesis, the biblical “Don't be scared”,
has become pertinent, more than ever. With increasing control and nature’s
rapid destruction, with Paradise lost for good, only the love of life, the imme-
diacy of “being-in-the-world” in Kristeva’s understanding?* and maybe
A.R.T. will can carry on the living itself, making life happen, again?s.

24]. Lechte & M. Margaroni, Julia Kristeva: Live Theory. London/ New York: Continuum 2004,
72: “The immediacy of primary identification - an immediacy of ‘being-in-the-world’ - might
appear to be in opposition to love as enactment. For immediacy is also ‘prior to’. [...] As Kris-
teva writes, ‘we are immediately withing parousia’, ‘always-already’...”

25 R. Frydman, Lettre a une mére. Paris: Hachette 2005, 22: The obstrétician René Frydman
puts it’s like this: “Je manipule le désir, je 'emmene tres loin, par des voies médicales qui n’ont
rien de paradisiaques. Il y perd sa poésie, je le sais, je le vois dans les yeux des femmes et des

hommes. Mais il passe tant d’épreuves qu'’il s’aguerrit. Sans lui, je ne peux rien.”
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image [above]. (ART). Pencil drawing by the author (2015).

PS: Dr. Darja Wagner a scientist specialized in vitamins and hormons and
author of the Book How to Improve Egg Quality. The Smart Way to Get Preg-
nant became my friend and counsellor and [ would like to thank her for her
personal support and many papers and discussions on the subject.
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Mapia ABavacékov

To cwpa wg TaumTov:
[Ipocéyylon amd v mAgvpd ¢ lotoplag TExvng

[E0voym] Zxomdg auths ¢ epyaociag ivat 1 cu{HTNON TOV COUATOSG VTIO TO TIpiopa NG
TEXVNG KaL 1 Slepelivion TV VEwV 08wV TIOV £X0UVV AVOLXTEL 0TI OKEYT KL TIG KAAATEXVIKESG
TIPAKTIKEG LE APOPUT| TO CWUA.

Q¢ tapmov opifeTal To TPOCWTO 1} TPAYHA TIOU ATIAYOPEVETAL VA TIANCLACEL VA ayYiEeL,
VO KATOVOUAOELT] VAL XPTOLLLOTIOW OEL KAVE(G, eteldn) Bewpeital tepd 1 papd. To cwpa amote-
Aeoe TO PHEYAAVTEPO (0WG TAUTIOV o TNV TEXVT €Tl pakpw. To cwpa lval TO TEETEPATUEVO TIE-
piBANpa, To povyo TS {wrig.

To owpa YEPVAEL, TIOVAEL, YEVVAEL, HOTMOVEL KAVEL EpWTA, HETABAAAETAL KOl AAAOLWVE-
TaL, eOelpetal kat eBaivel, amaoyoAel T @Aoco@ia, TNV Yruxodoyia, TNV LATPLKY, THV TEXVN
OAAG yiveTaL KL TEXVT, (POPENS TIPAYLATOTIOM NG KAAALTEXVIKWV IBEWV KAl HEGO Snpovpyt-
KNG 1] KATAOTPOPLKIG XELPOVOUIXG.

"HOM a6 Tov mEPATUEVO LDV TO CWOUA ETAVATIPOGSL0PIOTNKE, AVTIKELUEVOTIO ONKE,
OUVEEONKE LE TIG TEXVOAOYIKEG EEAIEELS, TIG UNXAVES, TIG POUTIOTIKEG Kot LBPLSIKES KaTa-
OKEVEG, TPUTMONKE, TOL TOTOBETONKAV ELPUTEVUATA, KPELAGTNKE ATIO YAVTIOUG KL ALw-
pNONKE 0TO KEVO, TAAUTIWPTBNKE KL BACAVIOTNKE, AKPWTNPLACTNKE KL XELPOVPYN ONKE, £-
Ywe cyborg, vtubnke pe wpeg umplioAes 1) Saveloe To ALTTOG TOU YLA VX KATAOKEVAGTOVV 00~
TOUVLA KOl OVOLAGTIKE TIPWTOTOPLAKO, LETAUOVTEPVO, TEXVT).

KoAAitéyveg 0twg 1 OpAdy, o Stelarc 1) ot Aziz + Cucher B€touvv To cwpa otnVv Kapdia
™G MpoPANUATIKNG TNG TEXVNG. Elval ol TAQOTIKEG XEpOUPYLKES eMELBAOELS, 1) KAKOTIONON
KaL 1 aoknon Blag 0to cwpa, 6To (510 TO CWHA TOU KAAALTEXVT ATIO TOV EQUTO TOU, TEXVT;

ATo TLelSoug «auToavooio» Tdoxel 0 cUYXPOVOG KAAALTEXVNG TIOU OUCLAOTIKA ETILTIOE-
TOL 6TO (510 TOV TO CWU;

Méoa atmo pia cUVTopN avadpopr| 6TV LoTopia TNG ATEKOVIONG TOV 0WUATOG, Ba ouln-
™B0VV oL AdYOL IOV UTIAYOPEVCAV TN CUYKEKPLUEVT] oo Tk, evw épgaon Ba §obel oto
(810 T0 cwpa WG KAPPE, WG HECO KOAMTEYVIKNG EKQPACTG 0TI GUYXPOVT] TEXVY OTIOU TIAEOV
T TAUTTOV £XOVV KATOAVOEL

[A€Eerlg kAewdud] téxvn, o, Tautoy, amekdvion, cUyxpovo
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Maria Athanasekou

Body as Taboo:
The Art History Approach

[Abstract] The aim of this paper is to discuss body as seen through the prism of art as well
as the consideration of the new ways of thinking and creating art having body as a point of
departure.

Taboo is any person or thing forbidden to be approached, touched, named or used be-
cause it is thought to be sacred or miasmatic. Body has, constituted, perhaps, the biggest and
longest standing taboo in art. Body is a kind of finite shell, the clothing of life.

Body ages, hurts, bears children, bleeds, makes love, transforms and deforms, wears out
and dies, it concerns philosophy, psychology, medicine, art, but it also becomes art, a carrier
for the realization of artistic ideas and a means of creative or destructive expression.

Ever since last century body has been redefined, objectified, connected with technolog-
ical developments such as robotic or hybrid constructions, it has been pierced, it received
implants, it was suspended from hooks and it has floated in the void, it has been tortured,
mutilated and operated on, it has become a cyborg, it has been clothed with raw steaks or it
has given its fat to make soap and it has been called avant-garde, post-modern, art.

Artists such as Orlan, Stelarc or Aziz + Cucher put body at the heart of the quest of art.
Are plastic surgeries, the abuse and torture, the violence against the body, the same body of
the artist, art?

From what kind of autoimmunity do modern artists suffer from, since they attack their
very own body?

Through a short retrospection of the history of body portrayal, the reasons that dictated
the specific aesthetics will be discussed, though emphasis will be put on body as canvas, as a
means of artistic expression in contemporary and modern art where taboos no longer exist.

[Keywords] art, body, taboo, portrayal, modern, contemporary
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H TEYVN ATLO TNV TTOAD TIPWLUT ETIOXT] TWV BPAXOYPAPLDV EXEL ATIOTEAE-
OEL TOV TILO KAAOYVLOALGUEVO KAOPEPTT TNG PUXNG TOU avBp IO, TNG
TPAYUATIKOTI TAG TOU, OAWV TWV UYELWV OTACEWY XAAX KOL TWV OKOTEWVWY,
KOW®WVIKA 1] ATOSEKTOV ELUOVOV 1] ETMLOVHULWV TIOU TOV oUVTPO@PELOLV. Ot
£VVOLEG TOV OTTAYOPEVHUEVOU, TOU ULOPOU 1} LEPOV, TOU KOLVWVIKA 1 NOIKA pe-
AavoV) Kol avemiOuUNTOU £X0UV TUXEL SLAPOPETIKWV EPUNVELWV KAL TIPOCEY-
yiocewv, TpooAPewv kal Slayeiplong avdAoya UE TNV LOTOPLKT OTLYUT|, TO
YEWYPAPLKO XWPO, KAAQ KUL TO TTOALTIOUIKO TepLBGAAOV 6TO 0TO{0 avTava-
KAwvTaL.

TKOTIOG QUTHG TG Epyaciag elval ) cullTNoT TOV CWUATOS UTIO TO TIpi-
opa ™G lotopiag ¢ TEYVNG WG TAUTOoU KAl 1] SLlEPeUivion TWV VEWVY 08wV
IOV €Y0VV AVOLYTEL OTN OKEYT KAL TIG KAAALTEXVIKEG TIPAKTIKESG ETU AQPOPUNG
Tov. ¢ TaumoV opilleTal TO TPOGWTO 1] TTPAYUA TIOU ATIAYOPEVETAL VA TIAT-
OlAoEL VA aYYIEEL, VA KATOVOUAGELT) VO XPTOLLOTION|OEL KAVE(S, eTrELdT) Bew-
peltatepd 1 papo. To cwpa amotéAese To LEYAAVTEPO (WG TAUTIOV KOLVW-
VIKQ, TO 0TI0{0, WO TO00, KATaAVONKE pEoa amod v TEYN. H téxvn éxel “ava-
Sei€el” BEPATA TIOV ATITOVTAL TOU CWUATOS KOl £XOUV SLAYPOVIKA ATIOTEAEGEL
ToptoU. ZUVELPUIKG, SIXws Ypapukn cuvoyr, Ba tepimynbovue épya kol ta-
umov péoa oTo Xpovo yla va odnynbovpe ot ocvyypovn TéXvn N omoia &-
OTIOE O0Q TAUTTOV VTINPXAV OKOUN).

«To avBpwmivo cwpa Sev BpiokeTal o€ “@UOIKN” KATAOTAOT TTAP& HOVO
yw g o) oVvtoun mepiodo g {wng peta ™ yévvnon (Falk, 1995, 95),
Kabwgs amapaitn T mTpoimdOeon yia va evtaxBel Kaveils Ny Kowvwvia elval
1 KATAKTNON YVWOEWV AVAQOPLKA LLE TA KAVOVIOTIKA TIOALTIG KA TIPOTUTIA,
TIG AT OELS KAL TIG TTPOOSOKIES YUpw amd To owpa. To cwpa StamAdBetal
QTO TOV TIOALTIOUO HECA ATIO AUTO, TO ATOHO OTASIHKA YVwpilel kal (gL o€
évav TOALTIOUO. G €K TOUTOU TO PUOIKO CWUA elval ETIONG TTAVTOU KAl TT&-
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VTOTE KOWWVIKO oWpa. YTTAPXEL WG VAIKO QPALVOUEVO, EXEL LLLO VALKT) TIAPOV-
olo aAAG epuUNVEVETAL TIOALTIO LKA L.

H téyvm, avtiBeta pe v kowwvikn ovufaon, Sev ameAndnke amod Ta
TUUTTOV, AAAX TA ATIEIKOVIOE KAL TX £0£0€ 0TO EMIKEVTPO TNG TTPOPLANUATIKIG
ATIOKOAVTITOVTAG O,TL ETIHEAWS EUEVE OTN OKLA WG AKATAAANAO 1| ATIPETIEG.

Taumov (to) (dxA.) 1. (o€ TPpWTAYOVOUS TIOALTIOUOVS) TIPOCWTIO
N TTPAY LA IOV ATIOYOPEVETAL VA TTANCLACEL Vo ayYIEEL va KaTo-
VOUAOEL 1] VX XPTOLLOTIONOEL Kavelg, emeldn Bewpeital tepo M
HLapO. 2. OTIONTOTE ATIAYOPEVUEVO, KUP. OTIOTTIOTE AVTILETWTIL-
ZeTaL oo TNV KOWWVia wg Un uapxov Yo Adyous noikmng, Kot-
voVikoV TpokataAiPewy. 3. Kabe meplopiouds mov emifBdAiet
N Kowwvikn Nown, kabe kowwvikn mpokatdAnym. (ETYM.
<ayyA. Taboo, and yAwooa ¢ [ToAvvnoiag).
[MpoxatdAnym (m) 1. H yvoun mov Slapop@®veTal €K Twv Tpo-
TEPWV, XWPIG ETLOTAUEVT] HEAETT) KAL EEETAOT TWV TIPAYHATWYV,
omoTe elval cuVBWG EdPAApEVT Kal pepoAnTTiky. 2. H Suope-
VG TtpoSLabeoT amévavtl o€ TPOcWTO 1 oudda, Tov BacileTal
0€ AVOAIPETES YEVIKEVOELG KL GTEPEATUTIEG TIETIOLONOELG.

I'. Mrapmviwg, Agéiké tne Néag EAAnvikric FAdooag

H Aé&n ocwpa otov ‘Ounpo ava@epetal poévo oto vekpd ocwpa. ‘0Otav o
TOWMTNG AVAPEPETAL OE CWHA {WVTavoU XpnolpoTolel Tig AéEelg Sépag,
XPWS, éAE, yula. EE oplopov To ouolaoTiko autd TEPVAEL AUEGWS TNV OU-
ola ™¢ évvolag ov evoapkwvel: To cwua Elval TO TIEMEPATUEVO ETMEVELNQ,
To poLX0 NG wNG. «To Sépua ws eEwTePKO TEPIPANUA TOV CWOUATOG HAG
TPOOTATEVEL ATO TOUG AAAOUG, elvat 1) peUBpavn uéoa otV oTola KAToLKEl
1 avOpWTILVT UGN KAL TAVTOXPOVA 1) EEWTEPLKT ETPAVELX TIOV LAG EKOETEL

1 A. Makpuviwtn, Ta épia Tov owpatog: Atemiotnuovikés mpooeyyioets, pte. K. ABavaciov, K.
KagapméAn, M. KovSoAn, ©. lTapackevodmovAos. Njoog 2004, 31.
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oTov Koopo. To Sépua elval To oMuEio ETAPTS AVAUECK GTOV KOGUO KoL TOV
EAVTON2,

To 8éppa amotedel OxL povo tov “kapfa”, aAA& kat To (810 To £pyo Té-
XVTG T, OTIwG oupPaivel ota épya twv Aziz + Cucher, yia mapadetypa oto
Interior #1,2 C-Print.

To tatoval mov {wypd@loe o KaAAlteyvng Wim Delvoye otnv
TAAQTN Tov povotkoL Tim Steiner movAnOnke 150.000 svpw amd
eABetikn ykaiepl o€ T'epuavo ovAréktn. O Tim petd to Bavato
Tov Oa ySapel aAAG péxpl TOTE O TIPETEL Vo EKOETEL TOV EQUTO
TOU TPEIG YopéG TO XPOVO, apyNS YEVOUEVNG aTtd Tov Ttponyov-
pevo ZemteUPpLo oTn @oudp s Zaykane». «To xpnuatikd Toco
HOLPACTNKAV 0 KOAALTEXVNG, I YKOAEPL Kat To {wvtavd vmofa-
Bpo tov £pyou. [...] Me Bdon to cupuBoArato, Oa pémel va extibe-
TOL TPELG POPEG ETNCILWG, VW TO §€pua Tov Ba ySapel kat Oa v-
TooTEl HETA TO BAvaTtod Tou katepyaoia o S&Ym». «Emiong, 1
ykaAepl Slac@ailotnke VoULKA LVTO TNV Tapovoia cuppoAalo-
YPG&@oU yla To eVOEXOUEVO OLKEIX TIPOCWTIAL TOV AVOPWTIOU HE
TO TATOVA( VA TIPOoTABCOVV va AmoTPEYOLV TN GUVTHPNON
TOU £PYOU TEYVNG UETAE TO BAvaTd TOLS.

To 8épua wg Eva akdpn 6pyavo Tou avOpwmvou CWUATOG UTIOPEL va
amoKTN oL S1KN TOU {wT) HETA TO BAVATO TOV POPEN TOU KAL VX TIAPOVCLALE-
Tt SiYws TNV ovTOTNTA TIOL TIEPLEPAAE, UTTOPEL Vo TIApoVGLAlETUL aveEEAp-
™NTO, OTIWG oL 0POAApOL 1] 0 EYKEPAAOG OE EpUNTIKA KAELOTA Bala. To Séppa
Tou Steiner Ba amoteAel povo éva amod Ta TolkiAa ekBépata oty «cabinet
de curiosités» Tov péAdovrtog.

To cpA YEPVAEL, TIOVAEL, YEVVAEL HATWVEL KAVEL EPWTA, LETARAAAETAL
KoL aAAowwveTalL, @OeipeTal kat meBaivel, amacyoAel T @loco@ia, Tmv Yv-
xoAoyla, TV lxTpik, TNV TEXVN AAA& yiveTal kat TEXVT, QOpPEAS TIPAYUATO-

2 A. Maxpuvwwtn, Ta dpta Tov owuartog, 46.
3 N. Heinich, To mapdSetyua tng adyypovns téxvng. lAéBpov 2015, 60.
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TO(MOMG KAAALTEXVIKWV LEEWV Kol LEGO SNULOVPYLKNG 1] KATACTPOPLKNG XEL-
povopiag.

TTIg ouvONKEG TNG VOTEPNG VEWTEPIKOTNTAG TO oW SeV glval
HLOVO (POPENG OTATOUG Kol avtikelpevo Sudxplong (Bourdieu,
1978), aAAd& ocuvdéeTal 6A0 Kol TIEPLOCATEPO UE TNV TOUTOTNTA

kat tov eautd. Kot ta §Uo Bpiokovtal o€ pla Stadikaoia Stapkons

OUYKPOTNONG, AVACYNHATIONOU Kol LETAPBOANG e ETKEVTPO TNV

eEwTePKN EPPavIoT KaBwG To paiveoBal Sev eival amAwg éva Ba-

OlKO PLEAN LA AAAG OUCLAOTIKY UTTOXPEWOT) TWV VEWTEPLKWYV UTIO-

KELPEVWVA,

To cWPA KATEXEL KEVTPLKI] ONUACIO YO TNV KATAVON 0T TTAEUPWYV TNG
TAVTOTNTAS OTIWG TO PUAO, 1] 0EEOVAAKOTNTA, 1] PUAN K.&. OL AvOpw oL IOV
Stakatéyovtal amo v embupia va StapopoTtoindovv, aAA&lovv TV ERQA-
VLOT] TOVUG, TA UAAAL, Ta povXQ, ETEUPRAIVOLY OTO CWUA TOVG PUE ALOONTIKES
N dAAeg mpakTikés. Kabe owpa eivat mAéov éva ox€S10 pog vAomoinon, To-
ToBeTNUEVO 08 AAANAEEAPTN O Kol AAANAETSpaom pe TV Kowwvia, wg o-
TOPPOLX TWV SOUWV KAL TWV {NTOVHEV®WYV 1] akpLBwWS To avTiBETO, WG ATO-
BAnTo, 1 (avTo-)eEOPLOTO, WG EKTITWTO Ao T Oela x&pn TG opolopop@iag
KoL TG amodoxms. O Bourdieu ypa@el 0Tt «To cwpa givat yix 0Aoug 1) opath
amoSELEN TNG LEEAG TTOU KATIOLO0 GTONO BEAEL v SWOEL YIX TO CWUA TOV, TLG
IKAVOTNTEG TOV, TNV ol TOU»S.

YTapxouv TTOAAEG KAl SLAPOPETIKWV APETNPLOV BEWPIES KAl TPOTEYYI-
OELG TNG TEXVNG TIOVL TIPOEPXOVTAL ATIO TOUG XWPOUGS TNG KOLVWVLIOAOYING, TNG
TEEPAUATIKN G ALOONTIKNG KAl TV BEwPLOV TNG SLEYEPONG, TNG AVTIANTITIKNG
Yruxoroyiag kat Gestalt YruyoAoylag, ™G @Aoco@ kNS YuyoAoyiag, TG @al-
VOUEVOAOYIKN G TIPOCGEYYLONG TNG ALOONTIKNG euTELpiag, KaBWE KoL TNG yVw-
oTKn G Puyooyiag kat g PuyoAoyiag Twv cuvacOnuatwv. Ta cuoTipaTa
TIOU EVEPYOTIOLOVVTAL KATA TN SNUovpyia, TV amoAauor Kal Katavonon

4+ A. Makpuviwt, Ta pta Tov owuarog, 35.
133 P. Bourdieu, Sport and social class. Social Science Information 17,1978, 834.
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™G TEYVNG lval cUVOETA KAL TTOAAEG (POPES ETEPOKANTA, EVID TA DEUATA TTOU
TPAYUATEVETAL UTTOPOVV VA ONUATOSOTIO0UV QA@ETNPIES YA oTOXAGUO,
TpofANUaTIONO, evxapiotnon 1 Sucapéokeln, améxBela 1 Puykn avatoon.
H téxvm elvar evéexopévwg to povadiko medio tng avlpwTivn G TTVEVUATIKIG
SpactnpLdMTaG IOV YopaKTNPIleTal ATTd £Vva GUYKAOVIOTIKA HEYGAO €0POG
OeUdTWVY, GALOTE ATIOSEKTWV, CUVUPAGUEV®YV LE TNV LG O TIKN KL TIG AVaL-
INTNOELG IOV EUTIITITOVV OTIG VOPUES TNG LOTOPLKNG OTLYUNG, AAAOTE BeUd-
TV TIOV ATIOPPITITOVTAL ATIO TNV KOLWVWVIKT] TIPOKATAANYM.

«Kottdlw pe mabog, akoUpaoTa AUTEG TIG PWTOYPAPIEG YUUV®OV av-
Bpwmwv, autd To Bavpaotd Toinua, aVTd TO AVOPOTILVO CWUA TIAV®W GTO
omolo pabaivw va Stafalw», onpeiwve o Eugene Delacroix oto HugpoAoyio
Tovu oTig 5 Oktwhpiov Tou 1855 pe aoppr Tn otev) cuvepyacia Tou Alyoug
UNVES VwpLTEpA PE Evay YVWOTO @WTOYypa@o. Zliyoupa 6Tav 0 YaAAoG {w-
YPA@og £ypae yU autd «To BQUHaoTO Tonpa, To avOpWTIVO GWN», TIOU
HOG EXEL BWOEL HEPIKEG EKTTANKTIKEG QUTOTIPOCWTIOYPAPIES, OTIWS TIG SIKEG
Tov, eV avTaloTav OTL OXESOV EVAULOT LWV XPYOTEPA EVAG AAAOG KOA-
ATéXVnG Ba avapepOTAV GTO £€PY0 TOV, TIOV ATELKOVI{EL T 0TIIOOLE TOV, WG
QUTOTIPOOWTIOYPAPIX, WG TTOPTPETO TOV eavtov Tou (John Coplans, Self Por-
trait, 1985).

To yuuvo cwpa, To cpa Tov ayyilel Ta 0pLa TG Topvoypa@iag 1 TG
erotica 6w ota oxédla Touv Henri Fuseli 6to povoeio V&A, to épyo 1 Ilpo-
€Aevan Tov kdouov, 1866 tou Courbet, To €pyo 1 IlpoéAcvan Tov moAEuoU,
1989 g Orlan, vj Tnv Exotaocn tn¢ ayias Onpeoiag, 1647-52 tov Bernini, to
aLoONoLaKo YUpVO 1) amAWG TO YUUVO Sixwe eTOETIKO TTIPOGSLOPLoNO, £XEL A-
TIOTEAECEL TAUTIOV KAL OGN £pYQ TO TIPAYUATEVOVTAY, KATA XPOVIKES TIEPLO-
S0UG £XOUV KAUOVPAXPLOTEL PE ETIKTNTO ONUAGLOAOYIKO POPTiO TIPOG KOL-
VWVIKI TOUG VOULUOTIO MO, OTIwG oLUVERT), Yl TTApASELY L 0TV ELKOVOYPO-
@la ¢ Aavang.
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H Aavdn mapouvoldletal wg TPoowmoToinon g ayvotntag,
KAELOPEVT] GTOV TTUPYO TNG, O OTIOLOG EXEL AVTIKATAOTNGEL TNV V-
TOYELX OTINALY KAl 1) (Sl TpooapuoleTal 6TO TIPOTUTIO TNG ETO-
NS KB peTapop@wvetal og af3onOntn Seomooviv. Ze AAAES
UECULWVIKEG ava@opES 1 Aavan Bewpeital TPOEKOVION NG
[MapBévou Mapiag Adyw ¢ cVAANYNG TOV Yo NG Sixws cap-
KIKN emtan pe tov Ala. Katda tov 160 awwva 11 Aavan evdubnke
TO pOAO NG YNTEVTPAS, TNG AUAPTWANG YUVAIKAG TTOU TTOUANGE
™MV apeth TS yia xprpota. Emiong, v ila oy, n Aavan xpn-
olpomomOnke ws cUPoAo 0eEOVAALKNG SLEYEPOTG, LLE ATTOKOPV-
@WUA TNV TIOPVOYPAPLKI] TNG €KSOXT O€ XAPAKTIKO OO TOV
Bonasone oto Bif3Aio “les amours des Dieux” tov 1568. Eivat ev-
SLaéPoV TG aTo KoAT Kol EVAPETT KOTIEAQ TWPA LETALOPPW-
VETaL EXPVIKA o€ TTOPVYT). ZeKivnoe To pakpy TagidL TG otV £L-
Kovoypa@ia wg mapBéva, weg Bua Blacpo, Yo va kataAniel va
EKTIPOCWTIEL TIG ATTAVTAXOV KOPTELAVES, TIG TTOPVES oL £KSid0-
vratyla xpnuata. llapatnpolue pio AN P LETAGTPOPT] TG ap-
KNG TOUTOTNTAG TNG AAVAN G KAL TNV KATAGKEUT] JLAG VEXS, EVOG
VEOU pOAOV, KaTd TNV Tepiodo ™G Qpiung Avayévvnonge.

H aAAayn tautdttag o Aavan Tpo@avmg £YVE Yo AGyous Tapumol
KOl VOULUOTIOMONG TNG CUYKEKPLUEVNG aoBNOLAKNG ELKOVOYpa@iog T
OUYKEKPLUEVT] XPOVIKY TEPIOGO OTE va PNV XOPAKTNPLOTEL QOEUVN,
oKaVSaAWENG Kol ATTOPPLTITEQ.

Avtn elvau ka1 tepimtwon g OAvumiag Tov Manet, av Kat To koo
ooKapioTnKe amd TOV GUVSVAGHO TOV YUUVOU CWUATOG |E TO AUECO PAEUU
NG KOTIEANG, TO OTIO(0 XAPAKTNPIOTNKE TIPOKANTIKO.

To ocwpa pmopel va eival youvd, vtupévo, pmopel va amekovifetal va
vmo@épeL 0Tws ota £pya ¢ Frida Kahlo, pmopel va elvat appwoto 1) vekpo,

6 M. ABavacékov, «H eikovoypagia g Aavang otn dutikn {wypa@ky amd to Meoaiwva
HEXPLTLS apx£S Tov 2000 atyvar, VTIO Snpocievon oTa TPAKTIKA Tou 9ov AleBvoug Zuvedpiou
[Tedomovvnolakwv Zmovdwv.

7T.]. Clark, The Painting of Modern Life: Paris in the Art of Manet and His Followers. Princeton:
Princeton University Press 1999 (revised edition), 86.
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OTIwG o€ TOoA £pya Tov Munch. Mmopel va xpelaletat TpooBeTikd HEAOG, TO
omoio evdéxetal va Tou yopnynOel pe Bavpatovpykd TpdTo, OTIWG GTNV
glkovoypa@io Twv aylwv Koopd kat Aapiavol 1] HEow TNG ETLOTIUNG KAL TG
texvoloyiag (BA. Tis pwtoypagleg Tov Nadav Kander ywa to The New York
Times Magazine, Alternative Limb Project 5, 2013).

Ot KOAAITEXVEG, AVA TOUG QLWVEG, £XOUV ATOSWOEL TO CWUA OTIS
KOATOOTAOELS QUTEG PE EEALPETIKA YAX@UPO TPOTO. ATO TIG EKKWQAVTIKA
OUVULOBNUATIKA (POPTIOUEVEG “YOTOIKES” QAVATOPACTACELS, OTIWG OTIS
YEPUAVIKEG TILETA, TO TPimTuyo Isenheim tov Grinewald, pe v amoéivt
08Uvn va {wypa@iletal 6To TPOoWTO TOV INGov Kal Tov TOVOo va aAAOLWVEL
KOL VO CUGTPEPEL TA GKPaA TOV, TO £pYo Tou Antonello da Messina ato [Ipado,
ue Tov umofactalopevo Xplotod va Puyoppayel kal va BAETOVHE TO Al TOU
VoL OPNVEL TO OWHA Tov PE Bla amd Tnv TANYN ™S A0yxms touv Pwpaiov
oTpaTLWTN, Tov Inoov tou Fra Angelico mov awpatoBappévog koltalel Tov
DTN KATAUATA, HE TA LATWHUEVA TOV XEIAN KL TIG KOYXES TWV HATLWOV TOV
(Santa Maria del Soccorso), péxpt Tig o VN@AGALEG Kal Njouxes 1 BouPég
EKQAVOELS TNG APPWOTLAS 1) TOU TOVOU Kal TIS ATELKOVIOELS TOV BavATou,
UTIAPXEL HEYAAT ATTOOTAOT] GTNV ALGONTIKI KAL TIG KOIWWVIKEG CUUBACELS
TIOU ETMTPETOUV TNV £KPPACT) OPLAKWV TIEPIOTACEWY OTNV TOPEia €VOG
avBpwmou ylati amoteAovv TapmoV. Ou yepuavikég pieta, ot Bopeleg
AVAYEVVNOLAKEG CTAVPWOELS, TO TIACYOV CWUA, TO CWUA TTIOV VTTOPEPEL KL
KOTOKEPUATICETAL, TO oWUA ToOV o@ayldletal teletoupykd® (Hermann
Nitsch, Orgien Mysterien Theater), To C®UQX IOV AKPWTNPLALETAL OTIWG OTO

8 «Agv TpémeL va EgYVAE TO OKAVEAA0 YUPpw aTtd TN CWHATIKY TEXVN. ApKel va avatpéEoupe
otov TuTo g emoxn¢s. I mapaderypa, pa pdon tov Hermann Nitsch ékave va xuBel moAd
HEAGVL eKaTO AlTpa aTtd TTAYVPEVOTO KAl KOKKIVWTIO LYPO, LOKABPLA XOPEVTIKE TTAvw O€ €-
vToo0ia and oc@aypéva {oa, Kot Tavw 6’ OAx autd, XwpI§ TOLYYOUVIES, TIAPACTTACELS ATTO TN
otavpwon Vo T cuvodeia Bavapkng povotkng. [...] ' Htav otnv mpwn @ovdp tov [Mapioov
[FIAC] otn BaotiAAn, To 1975. MeydAn epimétela: £pene va PYAEOUE Yio KOU@ApLa {Hwv,
Vo ayopAoov e aipa, va TANPWOOoVUE TNV opx1jotpa...»” oto: N. Heinich, To mapdadeiyua tng
ovyxpovng téxvng, 98.
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Kepapko tou Gauguin pe avagopad oto koppévo auti touv Van Gogh
(Kunstindustrimuseet), To cwpa mov Pacaviletal OTWG GTO £PY0 TNG
Abramovi¢ 1 ¢ Gina Pane, tov Dennis Oppenheim, tov Vito Acconci 1} Tou
Burden, to cwpa mov kaviBaAiletal, 0w ot Zyedia tng Médovoag tov
Géricault, 1 oto épyo 0 Kpdvog katafpox0ilst ta maidid Tov Touv Goya, eival
UOVO UEPIKEG oamO TIG Oeuatikéc Tou eKPPAJOVTUL KOAAITEXVIKA UE
SLapopeTIKd TPOTO avd TToXT, BACEL KOLVWVIKWOV SOUMV.

H ewkéva evo§ 0pPaTog Tou BAVATWOVETAL KL AVATIHPLOTATAL ATIO TOV
Francis Bacon tov 20¢ awwva, Sev €xel ox€on e TN BIKTWPLAVT ATIEIKOVLIOT
Tov (810 B¢patoc. H wpdtnta Kot okAnpdtnTa, n akpaio EK@pacn Tovou, 1
0AAOlWOT TWV YAPOKTNPLOTIKWV KAl 1 YPuxlK] ovaoTATwo! Tov
TPOKAAEITHL ATTO TN BAVATWOT TOU MTEIKOV ETILTPETOVTAL, EVW AVTIOTOLY O
Sev Ba pmopovoav va ek@pactovyv amd tov Tadema oto €pyo Tov Ta poda
tov HAoyafalov ywti n kowwvik oUpfacr, ta taumov, Ba To
amoyopevay?.

To yuvaikeio cwpa pmopel va eivat kaAAlypappo 1 0xL, pmopei va givat
UM QUOLOKPATIKO KOl ATTOSOUTUEVO AVATIOPACTATIKE, OTIWG OTA £PYQ TOU
Botticelli 1) Tou Freud kot touv Duchamp. Mmopel va sivat o€ evélagépovoa,
o0mw¢ ota épya touv Egon Schiele 1 Tng Modersohn-Becker. Mmopei va eivat
“untpkd”, 6TWG otov Henry Moore, oe§ovaiiko 6nwg otnv Cindy Sherman
1 VA EKTIOPVEVETAL OTIWG 0TI Acamotvides TG ABvidv, pmopel va elvat vekpo,
Omw¢ ota £épya Tou Munk 1 Tou Mantegna.

To (810 To cwpa pmopel va yivel Téxvn dTwg oupPaivel yia Tpwn @opa
ue Ta kpavia g [epiyovs. To YAUTITO pLag KEQ@AANG LE HEoA TOV TNV (Sla TV
Ke@aAN 1 pmopel va StakoounBel pe kpuoTAAAoUG Kat TOAVTLHOUGS AiBoUg,
OTWwG oTa YAuTtTtd Tov Damien Hirst 1] va vruBel 6,TtL €xel amopeivel Kat va
TAPATIEUTIEL VOEPA OTO (PUOLKO OWUN TPV aUTO amoouvtebel, oTIg
pwtoypagpiesc touv Kouvtouvdpn. H ewxovoypagic memento mori,

9 F. W. Archdeacon, “Historic and Genre Pictures”, in: Good Words, 1888, 542-43.
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KATAPEVYEL OTI( QVATIAPACTACEL OKEAETWV WOTE VA KATASEL(TEL TO
gENuepo ™G VTAPENG pag. To owpa, wotdcoo pmopel va amelkoviletat
“aBkto” kol a@Bapto evw €xel meBAveEL, OTIWG NTAV 1) cLVNBElA HE TIG
PWTOYPAPIES, OUYXVA HKTEG pe TNV TaPABEoT) {WOVTWV CUYYEVWV OTO TAGL
TOV VEKPOU, KATA TNN PIKTWPLAVTY ETTOXN. ZE KATIOLEG (PWTOYPAPIES 0 VEKPOG
UOLAJEL VO KOLUATAL O€ QAAEG TK UATLH TOL €lval avolytd kot SUoKoAx
Eexwplilel amd Tov {wvTtavo.

T TNV EMOXT MAG TO CWUA UTTOPEL var AELTIEL, WG XAPT) OTNV TEXVOAOYIQ
UTTOPEL VAL VEKPAVAGTEVETAL, VA ETILOTPEPEL KAL VA (PWTOYPAPIleTAL, OTIWG
oLVERN o yaunila @wtoypa@ia ¢ Anna Bozman Thompson to 2015.
Mmopel va vmoAoylotel  epmopikn adia Tov, OTws oto €pyo g Carey
Young Inventory 1 0,Tt Statnpeital amd auTl, Ta VOXLA KoL TA HOAALL, v
AELTOVPYNOOLVV WG KELUNALA, WG LTIEVBLUIoELS TOU AAAOTE EUPLOV CWUATOG
omws oto €pyo What Will Become of Me tg Adrian Piper. Mmopel pe
Bepatdmta va vtoopi&el 0 kaAAltéxvng, OTws kavel n Piper, 6TL autd
Hovo Tou pTopel va amopelvel a@Bapto elval okAnpn TPWTEV Kot
yMUatoeld£g BloAoyko VALKA. To Tapumol Tov BavATou TPAYUATEVETAL ATIO
SLAPOPETIKT OTITIKY YwVid, PUE TIEPLOGOTEPT KUPLOAEEIO KL OTUELOAOYIKA
TOAUNPT N ATIAWG EMKPLVY TTPOGEYYLOT], SiXwG wpatoToinon.

To owpa yivetar avtikeipevo, mvédo ota xéplx tou Yves Klein,
Anthropométrie de I'Epoque bleue (2'26) March 9, 1960, Galerie internationale
d'art contemporain, 1 yivetar Bovptoa OMwG oto €pyo g Carolee
Schneemann Up to and Including Her Limits, 1973-76 1 xapékAa, OTwG 0TO
épyo tovu Allen Jones tov 1969. O €lk00oTOG AWVAG Kal 1 SIKN HaG ETTOXT
0pLoBETN oAV VEEG EVVOLOAOYIKEG KATAKTIOELS YL TNV TEXVN KAL TNV ATTOAUTH
elevbepla o€ oxéon pe TNV ATOS00T TOV CWHATOS KL TO OTILAGLOAOYLKO TOU
@optio. H Téyvn Tou 0wUATOG, 1) CAPKLIKT TEYVN KAL OL TIPOYOVIKEG KATABOAES
Toug otV performance, 1 QEUWVIOTIKY TEYVT, €xoLV TALoV UTtEpPel OAa Ta
eokappéva. 'Hon amod tov mePAGHEVO AWV TO CWHA ETAVATIPOCSLIOPIOTNKE,
OVTIKELLEVOTIOM ONKE, CUVEEBNKE E TIG TEXVOAOYIKEG EEAIEELS, TIG PNYXAVES,
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TIG POUTIOTIKESG Kal VPPLOIKEG KATAOKEVEG, TPUTONKE, TOU TOTOOETONKOV
EUPUTEVUATA, KPEUAOTNKE OO YAVTIOUG Kol olwpnbnkKe OTO KEVO,
ToATTW PN ONKE Kol BACavioTNKE, AKPWTNPLAGTIKE KUL XELPOUPYNONKE, EyLve
cyborg, 6Twg to Tpooeyyilel o Stelarc, viiOnke pe wPEG UTPL{OAES, OTIWG
ékave 1 Jana Sterback Vanitas oto €pyo Flesh Dress for an Albino Anorectic,
1987 moAv Ttpwv ) Lady Gaga, 1 §&veloe To AlTtog TOL YL VX KATAOKEVAGTOVV
oamouvia, 6Tws oto £pyo ¢ Nikola Constantino Savon de corps, 8aveloe To
alpa ToL Yl va YIiVOUV HOVTEPVEG AUTOTIPOCWTIOYPAPIES, OTIWG GTO £PYO TOU
Marc Quinn Kot OVOUAGTNKE TIPWTOTIOPLAKO, LETAUOVTEPVO, TEXVT).

01 aVyxpovoL KOAALTEXVEG XPNOLUOTIOMOo oY KABE KOHTTAPO TOU CWUATOG
TOUG KAl K&Be €kkplom yia va kavouv Téxvn. KapBdadeg amd euetd g Millie
Brawn, moAUxpwua auya mov cuvOAifovtal otov k6ATO TG Milo Moire,
oVpa 1 TAPATIOUT] O€ AUTA OTIWG 6TO €pYo Tou Andrea Serano Piss Christ,
1989. Kémpava Tov XpnoLoToloVVTAL WG AVAEOPA GTNV VIPOT], OE QUTO
TO ouvailoBnua Tov o€ akoAovBel ocav oupd, ocav EVTePo Ao TA EVTOTOLA
00V, TOOO EUPUTO KT TNG UONG TOL avBpwov, 0Tws oto £pyo tng Kiki
Smith, Tale, 1992. Kémpava mov £xouv eumopikn aia, Tov cvokevdlovral
KOl TWAOVVTOL OE TIEPLOPLOUEVO aPLONO, OXL OUWGS OTIOLOVSTTIOTE AVOPWTIOU
OAAA €VOG KAAALTEY VT, OHOLWG 1] avdoa Tov, OTwG ékave o Piero Manzoni.

To 1989 o I'AAog Bernard Bazile 6 avoi&el Snpocing oe yrkaiept
€va o aQUTA (T KOUTLA HE T KOTIPAVA) TIOV €lXE KATAPEPEL VA
Savelotel amd ocuvAdékmn. Kat oto avdloyo Oéua Ba vmapéel
aKOUN Kal £vag TEPALTEPW PL{OCTIACTIOUOG TOU T VISIoU UE TA
opwa ™G andiag: to 2001, o Wim Delvoye Ba ekBéoel og éva
puovoeio ™G AuBépoag to €pyo Cloaca, pla pnxavi ToU
KATAOKEVAGTNKE LE TN Bonfela el81kwv — amd vEPAVAKO pEXPL
YOO TPEVTEPOAGYO — TIPOKELUEVOL VA AVATIAPAYEL KUPLOAEKTIKA TN
Swadkacia ™G xwveymg amd TN Bpwon Kat TNV mOON TWV
TPOPWV PEXPL TNV APOSEVON TWV TEPITTWUATWY (Ta ool 0
KOAALTEXVG GTT) CUVEXELX GUAAEYEL KL TIOUAQ). AéKa XpOVIX LETA
Ba exBéoeL ot @ovap tovu [apioov (FIAC) éva peydio Ymobeto

206



O€ ETIYPUOWUEVO PTIPOUVTI0»10,

To 6éppa Tov KAAMTEXVT, TO CWUA TOU YivovTal kKauBades kal péoa
KOAALTEYVIKN G ek@paong. KaAAitéyves 6Ttwes 1 OpAdv, o Stelarc 1} ol Aziz +
Cucher B¢touv To ocwpa otV KapdLd TG TPOPRANUATIKNG TNG TEYVNS. Elval
Ol TTAXOTIKEG XELPOVPYIKEG EMEUBATELS, 1] KAKOTIOM oM Kol 1) doknon Biag ato
OWUA, 0TO (610 TO CWUA TOU KAAALTEXVT ATIO TOV EAUTO TOV, TEXVN;

0 Qpyévnelt katda to Sevtepo atwva X, ETTELCE TOUG AKOAOUO0UG TOUG
OTL TO avBPWTIVO CWHA B KATAGTPEPOTAV aTd TO Bed WG TIHWPIlA. ZTNV
ETIOXN MLOG KATACTPEPETAL T TIHWPELTAL ATIO TOV (510 TOV KAAALITEXVT.

AT TL €ldovg «auToavosio» TACYEL 0 GUYXPOVOG KAAALTEXVNG TIOU
OVCLOOTIKA eTLTIOETAL 6TO (610 TOL TO CWUA; TOUTO 0TI TO GO TNG TEXVNG,
ToUTO £0Ti TO aipax ™G H téxvn mAfov Sev BéAeL povo Beatég, aAdd Twpa
ETAEYEL VA £XEL LAPTLUPEGLZ. OL KXAALTEXVEG TG opadag Spaong g Bievvng
EVOAPKWVOUV T PHEYLOTA OPLA TNG CWUATIKNG EPTIELPIAG, EKTEADVTAG SPACELS
HE p €vTovr TAOM TPOG TN CKANPOTNTA, TPWTN OE ATOUIKO, CWHATIKO
EMMESO EVAVTIOV TWV ENVTWV TOUG Kal £TEITAH 0€ PUYOAOYIKO EmiTESO
evavtiov Twv Beatwv. To cwpa TG SOVAELAS TWV TIEPLOGOTEPWV CUYXPOVWV
KOAALTEXVW®V £(vaL TO S1KO TOUG CWLA, EVX GO TIOU TIPOKAAEL TN AOYLKY, TNV
avToXM 1) TNV avoxn Tou Beat He POVTO SIKEG TOU TIPOKATAANWELS, TAUTIOV,
@O0Bovg, avopoAdynta TAEOn kot Bio. TI6vog, Bd&vatog, appwoTia,
AKPWTNPLACUOG, AUTOTPAVHATIONOG, KIVEUVOG, KATOKEPUATIOUOS NG
ETIKOVWVING, GOK WG ATIOTEAEG O GUYKEKPLUEVWV SOUDV KATAOKEVACUEVWV
ATt ToV KAAALTEXVN £TIL TOUTOV WOTE 0 BEATS VL UNV VIWOEL AoPAAEL, VA
Bunvel Puxikn aotadela, Ta dpla. ZuvopeVeL ) TEXYN pe TV Puxikn aobévela,
HE TN SlaoTPOPN;

O Baudelaire eime: «To avopado, SnAadn to avamdvieyo, n EKTANEn, o
Baupao oG, OAX AVTITIPOCWTIEVOVY £Va GTOLYE(O TTOV elval TOGO OUAVTIKO

10 N. Heinich, To mapddetyua ths adyypovns téxvng, 62.
11 E. A. Clark, The Origenist Controversy. Princeton: Princeton University Press 1992.
12 F. A. Miglietti, Extreme Bodies: The Use and Abuse of the Body in Art. Skira 2003, 21.
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600 OUOPPO».
XN oVyXpovT CWUATIKY TEXVT):

TO CWUA YIVETAL 1] TPWTT VAT, TO UALKO QVTIKEILEVO, GTO OTOL0
TapepPalvel NnBeANUEVA 0 KATOXOG TOVU TIPOKELUEVOU VX TO TPO-
TIOTIO0EL AAAX KOL VA TO KATAGTNOEL PopEa onpactwv. OLpa-
KTIKEG QUTEG UTTOPOUV va EKAN@OOUV w¢ Hop@ES avTtioTaong,
HOPQEG TIPOCWTILKNG AAAXYTIS 1] AVAKTNONG EAEYXOV TTAVW GTO
OCWHUX TIXPA WG AVATIAPACTACELS TPAVUATIONOV (Grosz, 0Twg
mapatiBetal oto Jeffreys, 2000, 422). H avtiAnym avtn evappo-
vileTal Ue TN Be@PTM 0T TOU CWUATOS WG KELUEVOU TO OTIO(0 UTIO-
pel va ypaetel kat va Eavaypa@Tel pe &vtovoug akopa Kol pLlo-
OTIACTIKOVG TPOTIOUG, HEG® TNG TTAACTLKYG XELPOVPYIKNG, TNG Té-
XVNG Tov owpatos... (Jeffreys, 2000, 422)13.

To cwpa emektelvetal, avaAveTal, amoSOUEiTAL Kol EmMavacuvTiOeTaL, ALL-
Toupyel wg BEaTPOo, WG oKV TNV oTtola arveBalvel Pl Tapdotaon He T Xw-
plg CUYKEPAGUO OPYAVIKWV KL UNYXAVIKWV oTolyElwv. To cwpa, Katd tov
Stelarc, voeitat TA£0V WG pla amapyalwpevn cVAANYM 1 oTrola xpnleL peta-
Toinong péow G TEXVoAoYiag, katL oav avafadion oto Blodoyikd Tou Ao-
YLOUKO.

0 mévog elvat évag avayxpoviouds cOp@wva pe v OpAdv, ) Bacidlooa
NG CWUATIKNG TpoToToinong. 'Exovtag miotn otn pop@ivn, 1 it petéfare
KOTA KALPOoU§ TO CWUA TNG YLO XAPT) TNG TEXVNG OE UTIAPOK VO EYXELPT TIKWV
ETIXELPNOEWV [LE TOV TAAGTIKO XELPOUPYO VX KATEXEL TO POAO LEpPEQL.

0 6pogG TPOTOTIOINON TOU CWUATOS AVAPEPETAL KATAPYNV OF é-
VOV KOTAA0YO U1 Kuplopywv TIPAKTIK®VY oL TTEpLAAUBEvouy To
TATOVAL, TO TipoLy, TNV TPOKANON TOHWV KAl ONUASIWOV UE
0TOXO TNV AAAAY™| TNG EEWTEPIKNG EPPAvIoNG. [...] H vioBétmon
TPAKTIKWY IOV VTEPRaivouy, yla TapASElYUA, TIG TPOGSOKIES
YUpw amod TO KOWWVIKO @UAO0 umopel va opilel tpdmoug ocupfo-

13 A. Maxpuviwtn, Ta dpia Tov owuartog, 47.
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ALKN G 0AAG KAl KUPLOAEKTIKNG EVTAENG TWV OTOUWY OE VTTOOUA-
6eG, vau UTTOSNAWVEL SLAPOPETIKOVG TPOTIOUG CWHATOTIOMONS
TOU KOLVWVIKOU (PUAOV, UTIOYPUUUI{OVTAG £TGL TN CUVELST|TY &-
v pia TOL VTIOKELPEVOL VO AVACYNUATIOEL TO CWUA TOV GV~
@wva Pe TIS SIKEG Tov Tipodilaypa@és. Méow TG Tapeupfaong
0TO CWUA TOV, TO UTIOKE(EVO 0TV ovoia mapepPaivel otn Swa-
HOPEWOT) TNG TAUTOTNTAES TOV.

EVa XXpaKTNpLOTIKO Tapdderyua oeVENG TG LATPLKNG Kol TNG TEXVO-
Aoyiag yia ) Snpovpyia téxvng amoteAel 1 OpAdvi4, yaAAlSa LOTOPIKOS TG
TEYVNG Kol performance artist, 1 omola VTERANON o€ €51 TAAGTIKES EYXELPN-
OELG KOL HETAUOPPWOE TO TIPOOWTO TNG CLVOETOVTAG KAAGIKA TTPOTUTIA YU-
VOLKEIOG OLOP@LAG: TO TILYoUVL TNG A@PodiTng Tou MTOTITOEAL TO HETWTIO
™6 Mova Aila, To otoua ™g Eupwmmg touv Mmovaeé kat ta patia s Puxng
Tov Zepoy. H (Sia Bédel va amoSopurjoel tnv évvola g OnAvkoOTNTAS.

XpnooToLel TN véa TEXVOAOYIX KL TIG AEKTPOVIKES TAETILKOL-
VWVIEG HECU OTO LATPLKO TIAXIOL0 (XELPOVPYEID) VIO VAL ETILKOLVW-
VNOEL [LE UTTIOOTNPLKTEG TNG, AAAG KUPIwGS Yl va Snpovpynoet
€va PUYoA0YLKO TIOPTPETO TOV EAVTOV IOV AVTAVAKAQ TTOGO Bat-
BLd oL avBpwTLVES aloBNoELS £x0UV avadlopyavwOel amd auTég
TIG TexvoAoyies (BA. evdewtikd: Kaufman, 2003, 41-47 - Davies,
1997) METATPETOVTAG TN XELPOUPYLKY) OE TIAPACTACT-ETITE-
A£0T KQL EVEPYOTIOLWVTAS OTO ETAKPO TNV UTIAPXOUG A TEXVOAO-
yia, 1 OpAdv kataAVel OTTOLASHTIOTE £VVOLX (PUGIKOV COUATOS
KoL SNULOVPYEL KALVOUPLA COUATA, TIEPAUATI(ETAL LE SLAPOPES
TAUTOTNTES, TTOAAATIAEG KL XLWPOVEVES, KATACTPEPOVTAG TX
oaPN OPLX AVAPECK 0TO AVOPLKS KL TO YUVALKE(D, 0T UOT KAl
TOV TIOALTIOUO, OTO ECWTEPLKO Kol TO eEWTEPIKO TOV CWUATOG
(Davies, 1977). Alaxnp0GGOVTAG OTL«TO CWUA HOV (VAL T TEXVT
HoU» TIPOPRAAAEL TNV GO TIKN XELPOVPYLKN WG TPOTIO AUTOKA-
Boplopov Kal ETAVAKTNONG TOU EAEYXOU TIAV®W GTO WU TNG.

14 S. Donger & S. Shepherd, ORLAN A Hybrid Body of Artworks. Routledge 2010.
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0 Stelarc amoteAel GAAN Pl TTEPITITWOT) KAAALTEX VN LLE TIPOCAVATOALOUO
OTNV TPOTIOTO(NOT TOV OWUATOS Yia Adyoug emiBiwong, ovolaoTikd. H Bew-
pla ™G peTd — avBpwmivng emoxns (post-human) vootnpilel dtin €€€ALEN
Tou avBpwToL Ba TepATEL LA Ao i BLOAOYLIKT] O€ pa TexvNn T @Aaom. I'a
TOV KOAALTEY VT 1] CUUBLWTIKT] OXEOT AVAUESA GTO AVOPOTILVO CWUA KAL TNV
TEYVOAOYIQ, AVAUESH GTO OPYAVIKO KL TO CUVOETIKO amoTeAEL £va vED Brua
Ue 6poug eEEALENG KoL pLa paAAov BeTikr| evépyela. Me 6poug SapLvikng eEé-
AENG £va GO IOV OTAUATAEL VAL TIPOCAPUOLETAL 0TO TiEPLBAAAOV ToV, €80~
AelpeTay, egagavifeTalls.

Ot e€eliEels ™G BloTexvoloyiag Kot TG EMOTHUNG TWV VTIOAOYL-

OTWV KAOWE Kal oL 6UVOSEVOVOEG AAAXYEG GTNV KOWVWVIKY GUL-

UTEPLPOPA, AUPLOPNTOVV TA 0Pl AVAUESA GTO TEAOG TOU TIX-

AaloV avBpwTov KaL otnv apxn tov Meta-AvBpwmov. [...] H

QUYN TOU PETA-aVOPWTILVOU KOGUOU SV UTTOPEL VA ATIELKOVIOTEL

e to (810 TpOTo oL amelkovi{eTatl 0 KOGHOG Tov Picasso 1 a-

KOua Kot 0 koopog tov Andy Warhol. H amewovion tou amattel

HLo Ve cUAANYIM TNG TAPACTATIKNG TEXVNS TTOV B avTAEl oTOL-

Xela T000 aTd TIG {WVTAVEG TNAEOTITIKEG TTAPOVUCLACELS OG0 Kal

atd TV otopla TG TEXVNG.

Apaye 1 t@om ™G TEYVYNGS amd Tov 200 alwva va evayyeAiletal To TéAog

NG KL TNV QVTIKATACTAON TNG Ao TNV TEXVoAoyia; Badifovue pog pix
«VEQ EVVOLOAOY LK KATAOKELT) TOV TLoNpaivel va elcat avBpwTivo ovy; Elvatl
1 TEXvoloyian véa TExVn; Oa €xeL 0TV vEX KOWwvia 0 (LETA-)AVOPWTOG Hia
amoOAVTN VopLPOTIOMoN Kol EAEVBEPia VO AVATIAGOEL VX LETACXNUATIOEL KL
V0L LETAUOPPWOEL TO CWUN TOV, TOV EAVTO TOV; O EMOTPEYOVE GTNV T~
padooLaKy KAAALTEXVIKY EK@paon 1 povo Ba ektiBetal o€ povoeia;

15 S. O’ Reilly, The Body in Contemporary Art. Thames & Hudson 2009, 137.
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Mével va TTapakoAoVBGOVE TIG VEEG TAOELG TNG TEXVNG HUE QVOLXTO
HUoAS, avoly T Kapdld kol evouvaicOnom, Sixws va Eexvaue OTL | Hop@n)
IOV TAlpveL 1 TEXVN, TO (510 TO CWHA TNG, KATA KALPOUG UTTOPEL VAL ATIOTV-
TIWVEL )L LOVO TO LOTOPLKO KL KOLVWVIKO, 0G0 KL TO ECWTEPLKO TOTIO TOU
Snuovpyov.
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['iavvng Malapdkng

Zopa xwpis eauto, eaUTOS XWPI§ W
To oevaplo ™¢ Ymelomoinong g avpwmivng
ouveldnong

[E0voym] Ot paySaieg e&editelg otov xwpo ™G Blovikig texvoloyiag @aivetal va emm-
pealouv OL0 KAl TIEPLOGOTEPO TNV AVTIANYT| HAG OXETIKA LE TOV OPLOKO TOU GUYXPOVOU QLv-
0pWTOL Kal TwV BLOAOYIK®V TIEPLOPLOUWY TOV. ZTO TAALGLO TNG TEXVOAOYLKNG £KOTAONG TOU
2000 kot Tov 21V auDva, T GEVAPLA ETTLETNUOVIKIG QAVTACLAG IOV TIEPLYPAPOLVV TNV VO
avBpwToL - unxavng kat e Pmelomoinong me avBpwmivng ocuveibnong @avtalovv mAéov
Tpaypatomomota. Xto mapov apbpo, Ba emiyelpriow va avtimapabéow TIg cUYXPOVES HETA-
OULAVIOTIKEG Bewpieg TTOU VTTOGTNPIJOUV TNV EYKLPATNTA TNG TIAPATIAV®W UTIOOEONG HE TIG
Kuplapxes avTIAPELS GTOV XWPO TNG VEOTEPN G PLAOCOPIAG OXETIKA LE TOV EAVTO KL TNV av-
Bpwvn cuveldnon. Zv cvvéxela, Ba egetacbel N I8Ex TOU ACWUATOV UTIOKELUEVOU PECA
Qo TO TPIoPA TNG HETACTPOUKTOUPAALOTIKIG OXETIKOTIOINONG TOU £AUTOV KAL TNG LETAUO-
VIEPVAG GPOTG TWV OUCLOKPATIKWY O0pLopwv Tou avBpwmov. Tédog, Ba avadeiyBel 1
BaButepn oxéon avapeoa otov St-avBpwmiopd (transhumanism) kot v VoTePn VewTe-
PKOTNTQ, 0TO TAAioL0 NG omolag aviyvevovtal TauTtoxpova 1 Nkt Bepediwon Tov HeETAoL-
LOVIOTIKOU LEEWSOUG KaL T OVTOAOYLKT KPLTLKT] TOV.

[AéEerg kAe8Ld] Metaovpaviopds, Wneomoinon Zvveidnong, ®oocogia, Metapovtepvi-
ouog, 'Yotepn Newtepcdnta
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John Mazarakis

Selfless body, bodiless self: The mind-uploading
scenario

[Abstract] The radical developments in the field of the bionic technologies seem to affect the
contemporary definition of ‘human being’ and the limits of his bodily existence. In
the context of the technological ecstasy during the 20th and the 21st century, the
sci-fi scenarios concerning the junction of human and machine and the uploading of
human consciousness in digital environments seem to be realizable. In the following
presentation, I will attempt to evaluate a) the philosophical validity of those scenarios, b)
their socio-political aspect and c) the moral and ontological risks which accompany them.

In his work Mind Children: The Future of Robot and Human Intelligence (1990), Hans Mo-
ravec argues that human subjectivity is a complex pattern of informations, which is not fully
dependent on its bodily substance and could be uploaded in a computer, as a set of digital
data. According to transhumanists, mind-uploading will be one of the first steps of humanity
towards its post- biological evolution - which is presented as the only chance of human kind
to survive the forthcoming ecological disaster of our planet.

In the first part of this presentation, I will attempt to find the points of intersection be-
tween the contemporary posthuman theories concerning the validity of the minduploading
scenario and the major philosophical views about self and human consciousness (Descartes,
Locke, Hume). In the second part, I will examine the notion of Moravec’ s bodiless self and
relate it with the post- structuralist relativization of self and the postmodern criticism of the
essentialist definitions of human being. Finally, I will highlight the deeper relation between
posthumanism and late modernity, in the context of which the moral foundation of the
posthuman ideal (Nietzsche) and its ontological critique (Heidegger) can be detected.

The metaphysical, ontological and moral foundation of a bodiless, post-human utopia
cannot come in terms with the postmodern rejection of the grand narratives of emancipation.
The ideal of the posthuman which transcends its biological limitations and acquires immor-
tality through technology is directly related with philosophical theories like idealism and util-
itarianism, which, nowadays are subject of severe criticism and, consequently, leads posthu-
manism to the reevaluation of its ethical and ontological grounding.
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N £0TEPN ELAOCO0PIX KAL METAOVUAVIONOGC. 2T0 £pyo Touv Mind Chil-
dren: The Future of Robot and Human Intelligence (1990), o Hans Mo-
ravec LoYUpLleTal Twg 1 avOPOTILVT UTIOKEUEVIKOTNTA glval éva oUVOETO
potifo MANpPo@opLwY, To oTolo SV ELUPTATAL AUECA ATO UL CWUATOTIOL-
Nuévn vootaot. Ekkivovtag amd Ty 16éa ¢ acwuatns cuveibnong, o Mo-
ravec €mvoel éva VTTOBETIKO GEVAPLO, CUUPWVA LE TO 0TI0L0 Ba ) TaV EPIKTO,
KATOLA 0TLypr) 0To €yyUs HEAAOV, va «aveBdooupe» (upload) v avBpwmivn
ouVELSN 0T 0€ £vav NAEKTPOVIKO UTIOAOYLOTT), GOV VA ITAV £Vt GUVOAO TIAT|PO-
POPLOKWY SESOUEVWV.

H avtiAnym tou eautol w KATL EEXwPLoTo ato To cwua Sev ivat kal-
voupyLa. ZTnV vedtept @Lloco@ia, 1 a@eTnpia TG LEAETNG TNG AvOPWOTILVIG
OUVEISTOTMG CUUTIITITEL E TNV YEVVNON TOU PLA0CO0@IKOV SUicHoV. XTa HEoQ
Tou 17°° awwva, o Descartes, oto £pyo touv Meditation on First Philosophy
(1641), Staxwpilet Tov eauTO (WG CKETTOUEVO VOU) &TIO TO COUA (WG EKTATY
VAN). 0 eautdg oV TiepLypdeL o Descartes elval TO UTTOKEIIEVO TTOV OKETTE-
TaL, VA VTTOKELLEVO TIOV StayelplleTal TO ATOTEAEGUA TWV BLOAOYIK®DV Sta-
SIKaoLwv NG TPOCANYNMG KaL TNG eMegepyaciog Twv SeSoUEVWY, Lo GUAN
ovToTNTA, SlaywpLlopévn amd To @OapTd cwua. H c0AANYM Tov acwuatov
OKETITOUEVOV OVTOG £XEL KOWVA OTOLXEI TOGO HE TNV ACWUATY CUVELSNON
IOV TEPLYPAPEL 0 Moravec 060 Kol UE TNV KATAOKEVAOGTIKY] AOYIKI TWV
cyborg. Zopewva pe v Kathrine Hayles:

ZNUAVTIKO POAO OTNV KATAOKELT TOUG [...] KATEXEL | GUAANUM
NG TANPOPOPLAG WG ULK ACWHUATN OVTOTNTA, ) OTIolx UTTopEL va
PEEL AVAUESH OTA OPYAVIKA HEPT TOU BLOAOYIKOU CWUATOS Kl
OTA NAEKTPOVIKA TUNHATA TNG UNYOVIG, ETUTPETOVTAG TIS TIPW-
TEIVEG KAL TA LIKPOTOIT va AELTOVPYOUV WG Eva EVIXio cVGTN LA,
‘Otav n TANpo@opia YAVEL TNV CWUATIKOTNTA NG, ) e&lowon av-
Bpwmov-vmoAoylotn eivat WSlaitepa e0KOAN, KABWS TO VALKO
0TO OTIO(0 UTIOOTACLOTIOLELTAL O OKETITOUEVOG VOUS ERPavIleTal
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TEAIKA WG TUXAi0 KL aveEdptnTo amo v ¢Uon tov (vou)l.

[Map& TNV OpOLOTNTA, OUWG, AVAUEGA GTOV QUAO, CKETITOLEVO VOU KoL
TNV AOWUATY TATPO@OPLY, 1| KAPTESLAVT] Kal 1) cyborg Bewpla Tou exutov
SLaEPOVY WG TPOG TOV TPOTO HE TOV OTOL0 UTOCTACLOTIOOVV TNV OU-
veldnom: yia tov Descartes, 11 cuveidnon mnyddel amd éva pun VAKO, vtepfa-
TIKO UTIOKEIUEVO €V®, TNV SeVTEPN TEPITTWON, 1 oLvEidnon elval to a-
TOTEAEGUA TOU GUVSVACUOU TWV QUAWY TIANpo@opLwyv. H tedeutaia av
Bewpnomn ExeL TI§ pileg TNG OTOV aYYALKO EUTELPLOUO TOV 17 aumva.

To 1689, o John Locke mpoteivel pia evtedwg Stapopetiky cVUAANYM Tou
gqutoL amod authyv tov Descartes. H vokelpevikdmta Tou atopov Pacile-
Tal oV 8l TNV ouveidnon Kol OxL o€ KAToL GAAN, TIVEUUATIKY 1] VALKY
vmootact. O eavutog, yYix Tov Locke, elval To 6UVOAO TWV QVAUVICEWVY TIOU
elvat ouveldnTég e Tov (8lo TPOTOo pe Tov 0TIolo oUVELSNTA SpOoUE, OKe-
@TOpOTE KAl alocbavopaocte oto mapov. H vmokelpevikdmmrta e8pdletal
otV emavodapBavopevn Siadikaoia tng ouveidnong.

H avtiAinym tou Locke ylx Tov equtd evtacoetal 6to mAaiolo tng Oe-
wplag ¢ PYuxoAoykng ouvoxns tng ocuveidnong (psychological continuity
of consciousness 11 PCC) kot avTIHETWTICEL TO VTTOKEILEVO WG Eva 160G gv-
petapAnTov, cuveldnotakov potifov. H olyxpovn ekdox g PCC, o [Matep-
viopog (Patternism), Tpoxwpd éva Pripa Tapamépa KoL VTTOoTNPLEL TTWG OL
QVQVTOELS, 0L OKEWPELS, OL LBEEG KL TA GUVALEOT LATA TIOV §OUOVV TOV EXVTO
Sev glval TTapd eMPEPOVG GUVOAX TIANPOPOPLWV. Aeca GUVEESEUEVOS e
v YmoAoylotikny Oswpia Tov Nov (computational theory of mind 1} CTM),
o [Matepviopdg vTooPIlel TwG AUTO OV AVTIAAUBAVOUAOTE WG EAVTO SeV
elval mapd éva £160¢ VTIOAOYLOTIKNG SLATAENG TIANPOPOPLWV: 0 AAYOPLOUOG
TIOU XPTNOLUOTIOLEL O EYKEPAAOG YIX VA SLAYELPLOTEL TIG TIANPOPOPIES TTOV
AauBavel amo Ta atobnmpla 6pyava. Katd cuvémela, edv VT0BEGOVIE TIWG

1 K. N. Hayles, How We Became Posthuman: Virtual Bodies in Cybernetics, Literature and Infor-
matics. Chicago: University of Chicago Press 1999, 2 (ot peta@pdaoels Twv mapabepndtwv €yt
Va aTto TOV CLUYYPAPEQ).
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N xapToypanon auvtol Tov VTEPRoAK& cVvOeToL poTifou TANPOoPOPLOV
KOL 1] LETAPOPA TOU GE LTOAOYLOTIKO TePLBdAAov elval e@iktr, Ba Ka-
TUAYQUE OTO CUUTEPACUA TIWG TO GEVAPLO TOU Moravec eivat cuppfatod pe
™mv Bewpla TG PuyoAOYIKNG GUVOXNG TNG CUVEISTONG, UTO TO Tiplopa TNG
YmoAoylotikns Ocwpiag Tov Nov — cOUP®V LE AUTNY, 0 EAVTOG lval «m-
@lomomoog» kat Ba emPBiwve katd v Stadikacia tov uploading.

MapoAa auTd, TTOLKIAEG Elval 0L EVOTAGELS YUPW ATIO TNV EYKUPOTNTA TG
CTM xat moAAd Ta epwmpata. ‘Eva amd autd evtomileTtal 0To VONTIKO
Telpapa TG TNAgpeTaopds touv Derek Parfitt (1987): Av umoBéooupe Twg
UTIAPXEL Eva UMY AVNUa, TO OTIOL0 ATIOGUVOETEL TOV XP1OTH TOV Kol TOV €-
Tava-cuvapuoloyel oe éva GAAo pépog, TL Ba cuvéBalve edv AP YAYE
TaVTOXPOVA SUO TTAVOUOLOTUTIAL AVTITUTIA KAl Ta £0TEAVE o€ §uo Slaope-
TKa pépm; Mowd amd ta 0o Ba tav To aAnbivo kat Told to avtiypao; H
Susan Schneider, e@appolovtag To VONTIKO aUTO TEPAUX 6TO CEVAPLO TOV
Moravec KATaAANYELGTO CUUTIEPAC LA TIWG «1] OLOLOTN T TOV poTifov Sev ov-
VETIAYETAL TNV OLOLOTITA TOU ATOUOU KAL TNG UTTOKELLEVIKOTNTAG TOU»2,

'Opwg, 0 cLVSVAGUHOG TOV VONTIKOU TELPAUATOS TNG TNAEUETAPOPAS HUE
TO ogvdplo TG Ymelomoinong tng ouveidnong Ba pmopovoe va pag o-
dnynoel og éva evieAws Slapopetikd cvumépaocpa. O Derek Parfitt, dvtag
€vag amo Toug oVYXPOVOUG TIPEGREVTES NG «Bewpliag Tov §épatog» (bundle
theory), vtootpilel TWG N LETAPUOLKY VTTOGTAOT] TOU EAVTOV SV Elval
TP LKL KATAOKEUT KAL TO UOVO TTIOU UTIAPYXEL OTNV TIPAYUATIKOTNTA Elvatl
O0UVOAX EVTUTIWOEWY KAl EPEDICUATWV.

H avtiAnym tov Parfitt yia To vmtokeipevo, n omoia Bupilet iSlaitepa v
BoudiloTikn avTiAnPm Tou Un €aUTOV, EXEL TIS PAOCOPIKES PLEG TNG OTO
€pYo €vOG aTO TOUG TIPWTOVG GTOXACTESG TIOV ELOTyAyav TNV «Bewpla Tou

2 S. Schneider, “Future Minds: Transhumanism, Cognitive Enhancement, and the Nature of
Persons”, sto: V. Ravitsky, A. Fiester & A. L. Caplan (emp.) The Penn Center Guide to Bioethics.
New York: Springer Publishing Company 2009, 104.
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S8épatog», Tov David Hume. ‘Evav awwva petd tov Descartes, o Hume apgt-
oBntel mv BePatdTTa yUpw amd TOV CKETTOUEVO EQUTO:

‘Otav swoepyopal mo Babld o€ aUTO OV OVOUATW EAVTO, TTAVTA
OKOVTAPTW TAVW OF UL CUYKEKPLUEVT avTiAnym, O0Twg yio
Tapadetypa tnv atoOnomn tov {eaTov 1) TOL KPUOV, TOL PWTELVOV
N TOU GKOTEWVOV, TNG AYATNG 1) TOV Uiooug, Tou ToOvou 1 NG
améravong. [Toté Sev cuAdapufAavw Tov EAUTO POV WG KATL EEXW-
PLOTO Ao pLa (TovAd Lo TOV) avTiAnym, Kat TToTé Sev SuVapAL v
TAPATNPNOW TIToTA TéPQ ATTO AUTHV TNV AVTIANYm3.

Zto 10° ke@aAalo Tou €épyov toug The Phenomenological Mind: An Intro-
duction to Philosophy of Mind and Cognitive Science (2008), ot Shaun Gal-
lagher kot Dan Zahavi mapaBétouv Tig 0¢0€Lg TPLWV ATIO TOUG ONUAVTIKOTE-
POUG TIPECPEVTES TNG VEVPOOKETTIKIOTIKNG Bewpiag Tou un-eaqutov: a) Tov
Edmund Husserl, o omoiog oo €pyo tov Logical Investigations (1900-1901),
TPOACTIETAL TNV UN-EYWAOYIKT Bewpia TG ocLVEISNONG, CUUPWVA PE TNV
omola «8ev LVTIAPYEL £VOG AyVOS TTUPTIVAS TOV EYW, 0 0TIO(0G vl LA UPBAVEL
KoL va EVOTIOLEL OAEG TIG epmelpieg. OL epmelpleg elvat TVELPATIKA YeEYOVOTX
T ool cupPaivouv avedpTnta amd TV VTapPEn £VOG LVTIOKELUEVOUX»S, [B)
Tou Jean Paul Sartre, o omoiog ato oxkiutd tov The Transcendence of the Ego
(1957), vmoompilel mwg «1 ouveldnomn Sev xpelaletat pio vTtep PATIKN apxn
€voTIoinomng, KaBws elval amd POV NG UK PEVOTI] EVOTNTON»S, KAL TEAOG, Y)
tov Thomas Metzinger, o omoiog Eekivd To €pyo Tov Being No One (2003), ue
TNV XAPAKTNPLOTIKY PPACT) «AEV VTIAPXEL TTOVOEVA GTOV KOGUO UTO TIOV O-
vopadovpe eauto. [Toté kaveig Sev Tav 1 eixe Evav eautoxs.

3 D. Hume, A Treatise of Human Nature: Being an Attempt to Introduce the Experimental
Method of Reasoning into Moral Subjects. Auckland: The Floating Press 2009, 395.

4S. Gallagher & D. Zahavi, The Phenomenological Mind: An Introduction to Philosophy of Mind
and Cognitive Science. New York: Routledge 2008, 197.

5S. Gallagher & D. Zahavi, The Phenomenological Mind, 197.

6 T. Metzinger, Being No One. Cambridge: MIT Press 2003, 1.
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Edv, AoLmov, 0 eQuTOG pag eival KATL TO 0TIOL0 £XOVUE ETTLVONOEL KoL gV
UTIAPXEL OTNV TIPAYUATIKOTNTA, TOTE, 0TO VTTOOETIKO oEVApLO Tov Moravec,
TO EPWTNUA TOV av Ba «emPLwoovpe» amd To evOEXOUEVO TNG Yn@LoTioin-
OTG TOU EYKEPAAOL pag €lval pdAiov atomo. ‘Exovtag amoppifel v a-
vTiANYm evog cupmayous Kol 0AOKANpwUévoL equTOV, TO SlakvBevua g
ATIOAELNG OUOLWOWV CTOXEIWY TNG aAVOPOTIVNG KL TIPOCWTILKNAG WOG
@VONG, @avtalel apeAnTtéo £wg avomapkto. Iowa gival dpws n Babutepn
oUVSEDT AUTNG TNG TIPOCEYYLOTG TOU U EXUTOV UE TNV YAWOGOGOAOYLKN €-
TAVAGTAOT) TOU PETAMOVTIEPVIOHOU; H amdppudm Tou eavtov odnyel dpaye
oToV UNdeviopuod 1§ otV amdAvTn eAevbepia;

METAUOVTEPVIOUOC KAL HETAOVUAVIOHOG. Ko agetnpia Twv petapo-
VIEPVWY BEWPLOY TOU €VTOV €lval 1 KPLTIKY TNG OUGLOKPATIOG: «1) o-
VTiIANYm ocVpwva pe Ty omola, Yo kKaBe ovtotnTa [...] UTtdpxEL Eva oUYKe-
KPLUEVO GUVOAO CUUTIEPLPOPWV/XAPAKTNPLOTIKWVY OV elval amapaitnta
yla TV 6VUOTAGN THG TAUTOTNTAS TOU KL TNV AerToupyia Tou»7. To mépaopua
aTo TNV £VWOLX TOV £QUTOV (WG LK UTOVOUT, TTPOUTIAPXOUCNK OVTOTITA) O
QUTNV NG TAVTOTNTAS (WG VX 6VVOA0 aéLwV, TIETOLOTCEWY KAL CUUTIEPLPO-
PLKWV XAPOAKTNPLOTIK®OV) OXETICETAL PE TNV BewpnTikn petdfaon amod tov
SOULOPO OTOV HETACTPOUKTOVPOALGHO KAL OTIO TNV VEWTEPIKOTNTA OTO E-
Tapovtépvo. H Slepevivnon piag ameAevhepwTIKNG QUTOTPAYUATWONG TOU
KATAKEPUATIOPEVOU VEWTEPLKOV VLTIOKEIHEVOV, €lTE pEOK amd TNV KaTaA-
okeun g Sikang, ataéikng kowvwviag (Mapt), eite péow ™G Puxavaiv-
TKNG Stadkaoiag (PpouvT), ElTE HECW TOV «AAUATOG TNG TILOTNG», TTAPAE TNV
TapaAoyn @uon s Umaping (Ymapélopnos), mapapepiletal ev OPel pag
VEAG AVTIANYPMG yla TNV TAUTOTNTA, 1) OO TTAEOV SLAHOPPOVETAL LECA ATIO
m™mv YAwooa.

TUU@WVA UE TO TAPASEYUN TOU HETASOULOUOU, TO VOT|UA TIPOKVUTITEL
HECQ QTTO TO AKEVTPLKO KoL aévao TTalXViSL Twv onuUavovTtwy-: 11 YAwooo Sev

7 R. L. Cartwright, “Some remarks on essentialism”, The Journal of Philosophy 20, 1968, 615.
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elval oUTe évag KaBPETTNG TNG TTPAYUATIKOTNTAG OUTE UL OAOKAPWUEVN
Kol otaBepr) Sour) IOV TAPEUBAAAETAL AVAUECA GTNV TIPAYUATIKOTTA Kal
TIS a@npnuéveg évvoles. O ouyypaéag ebaivel, o avayvaotng savayev-
VIETOL KL TO VO A lval TAE0V TO TIPOIOV HIOG CUVEXWG UETAPBAAAOUEVNG
epunveiag. Ztnv dekaetia tov ‘60 avadelkvoeTal 1 aotabng @ivon Siapopwv
SMUOPIAWYV EVVOLMV TNG @LA0GO@IAG KAL TNG TIOALTIKNG Oewplag kat, padi pe
QUTEG, KAL 1) £VVOLX TOU £QUTOV, 0 0TIOL0G: «8eV UTTOPEL VA €XEL LK OUYKE-
KPLUEVT UOT] EQOCOV 1) UTIOKELUEVIKOTNTA €V VTIAPXEL £Ew ATLO TIG YPAU-
HOTIKEG SOUEG TTOV 0pICoUV TNV OKEYT AAAG TTAPAYETAL ATIO AUTEGHS, ‘OTIWG
xopakmnplotikd avagépet o Emile Benveniste, «n vmokepuevikdotta [...]
etvat [...] pa OepeAdSELS LIBLOTNTA TG YAWOOAGHO.

Oa pmopovoe 1 TOAVGUVOETT SoUN TNG YAWGOAS VX ATIOTEAEGEL TIPOTUTIO
HOVTEAO OXESLATUOV EVOG UM @LOKOV, TTAPO@POPLAKOVY GUGTILATOG, TO OTIOL0
Ba ouvdualel T TANpPoopies kal Ba TIG vonuatodotel pe Evav TpoOToO o-
vtloTowo He auToV TG PUOLIKNG YAwooag; Oa odnyoloe dpaye éva TETOLO
TPOYPAUUATIOTIKO TEPLBAALOV GTNV TTAPAYWYT] LG HETAVEWTEPLKOV TUTIOV,
PEVOTIG KAL OXETIKLOTIKNG UTIOKELUEVIKOTNTOG; Me Alya AdyLa, Ba propovioe
LETOOTPOVKTOVPAALOTIKY Bewplia va emBePALdOEL TO VTTOBETIKO GEVAPLO TOV
Moravec; Mg o TpwTh HaTLd, KATLTETOL0 potalel TBavo. E@ooov o petado-
HLOUOG amopplTel TNV UTTaPEN EVOG LTIEP PATIKOV, EEWTEPIKOV TNG YAWOOIKNG
Soung, VTIOKElLEVO KAl EVTOTIL{EL TNV SNLLOVPYLX TOU GTNV SLAPOPOTIOTIKT
AELTOUPYIA TWV ONUAVOVTWY, TOTE, EAV OAEG OL YVWOTIKEG TIAT|PO@OpPLES Ym-
(PLOTIOLOVVTAV KAl ELCAYOVTAV OE €V TIPOYPOUUN KATAOKEVAOUEVO UE TIG
TPOSLaYpaPES TNG YAWGGOAOYIKNG SOUNG, TO TTPOTEPA VAIKO UTIOKEILEVO O
«{WVTAVELE» EK VEOUL O€ Eva VEOD, Ym@Lako TiepBAAiov.

8 M. L. P. Moya, Reclaiming Identity: Realist Theory and the Predicament of Postmodernism.
London: University of California 2000, 6.
9 E. Benveniste, Problems in General Linguistics. Miami: Univeristy of Miami Press 1971, 224.
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H mapamavw vmodeon €xel TpeLS TPOPAUATIKEG TITUXEG, OL OTIOLEG OE
YEVIKEG YPAUUES aOpOVV: A) TNV TIOAUTIAOKOTN T TOV YAWGOOAOYIKOV GU-
oTNHaTog vonpatodotnong, ) v Vmapin acvuveldntwv YPuxoAoyikwv
0PV TIOV KATEVOUVOUVY TNV CUUTIEPLPOPA TOV UTIOKELUEVOU KAL Y) TOV TLaL-
POAYKWVIOUO TNG KOWWVIKAG aAANAemiSpaons w¢g péco Sounong g
TAUTOTNTAS TOV VTIOKELUEVOU. AGY® TNG TEPLOPLOUEVNG EKTAOTG QUTNG TNG
epyaoiag, eivat adVvatov va avaivBel o BdBog 1 advvapio avTrypa@ng kat
avaoLvBeons TG SouNG NG YAWOONKG 0€ £V TIANPOPOPLAKO TIPOYPAUUX
A6yw TG TOAVGUVOETNG VoM TNG. ApKel va avaAOYIOTOUHE TTWG AUTNA 1
TIOAUTIAOKOTITA 08N YNOGE GTNV YEVVNON TG UETACTPOUKTOUPAALGTIKYG Oe-
wplag, N omoia avtitifeTal oy TEMOIBNON TWV BEWPNTIKDV TOU SOULTHOV
TWG AVAKAAVPOV KoL EPUNVEVOAV TNV ML KAl povadikn, otabeprn kat
aLwvLa, Soun TG YAWooog.

H 8éa ¢ acwpatng, ymeromompévng 1 Blovikng (cyborg) vmokeiue-
vIKOTNTOS Bplokel MANOOG HETAUOVTEPVWV VUTTOOTNPLKTWV, WG UL OU-
VTIKI] HETAQPOPLKI] TAUTOTNTA YIX TO UTIOKEIPEVO Tov 21 quwva, To oTolo,
£XOVTAG avTIAN@OEL TNV KOWVWVIKA KAl YAWOOIKA KATAOKEVAGUEVT (UOT
TOU, £XEL TAUTOXPOVA AVAKOAVEL TOUG KATATILEGTIKOUG TIEPLOPLOUOVG TIOU
v ouvvodevouv. H acopatn, Ym@lomomuévn cuveldnorn avadetkviel Ty
PELOTOTNTA KAL TNV VRPLSIKOTNTA TNG GUYXPOVNG LEEAG TNG TAUTOTNTAS KAL
yivetal cUPBOAO TNG LETAHOVTEPVAG EAEVBEPLAG TOV VTIOKELUEVOU.

H Katherine Hayles peAetd to aevaplo g Ym@lomoinong g avOpwt-
VNG GLVEISTOMG TIEPLY pAPOVTAS TNV oVYXPOV MOV IR Slaypa@n§ TV Cw-
HOTIK®OV TIEPLOPLOUWY KAl OUOYETI{OVTAG TNV UE TA TPOTAYMATA TWV
oVUYXPOVWV KOWVWVIK®OV KIVHATWY OXETIKA HE TO PUAO, TV €BVIKOTNTA
KATL. TIOU «UTIOSEKVUOUV TIWG Ol TIEPLOPLOUEVOL OPLOHOL TNG avOPWTILVNG
@UVOMG EXOLV TIAEOV XAGEL TNV LoYV TOUGH10,

10 A. Miah, “Posthumanism: A Critical History”, oto: B. Gordijn & R. Chadwick (emy.), Medical
Enhancements & Posthumanity. New York: Routledge 2008, 77.
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H Staypa@r] Twv cwUATIKOVY 0plwv UVAVTAE TO Opapa TOU QEULVIGUOV
oto £pyo ¢ Donna Haraway, n omoia Tteplypd@el £évav KOGUO AGOUNTNG
KOl QUANG EUTIELPLAG, OTIOU TA OTEPEOTUTIKA SITMOAN TToU Snpovpynoe o
Ala@wTIopoG (voug/ ocwpa, opyavikd/ pnyxaviko, kowvwvia/ @vom, kot
Kuplwg, avdpag/ yuvaika) x&vouv To vOnud Tous. ‘OTws YapaKTNPLOTIKA o-
va@épeln Jenny Sunden: «ota xvapla touv Foucault, n Haraway meptypd@et
TO VUTIOKEIUEVO WG o cuveyn, atédelwtn Stadikacia,  omola eEsAicoeTal
HECQ ATIO ETILUEPOVG, VALKEG KATAOTAOELG TIOU SOHOUV TNV ONAUKT) UTIOKELE-
viKOTNTO» !, Méoa amd to ovufoAo Tou cyborg, emixelpel va emavamTpoo-
Slopioel ™MV TOALTIKY) TOU UAOU KoL TNG TAUTOTNTAG, OPAUATI{OUEVN EVaY
HETA-EUPUAO KOO0 OTIOL B elvat TpoTindTEPO YU auThVv va eivat «cyborg
Tapd Bedr»12,

H yevik6tepT TAOT) TNG TTOALTIOUIKN G BEWPLOG VAL AVTILETWTIL(EL TOV PETA-
avBpWTIOUO WG A SLadIKaoia KOWWVIKOTIOALTIKNG LETAUOPPWONG KoL O)L
WG EVOV (POVUTOUPLOTIKO «TIAPASELTO», CUUTTUKVMOVETAL TNV @pAaoT g Har-
away: «Me evll@EPEL TO WG YIVOUE HETA-AVOPWTILOTEG KAl OxL TTwG Oa
yivoupe peta-avBpwmowm 3. Ilapdia autd, T TEAEUTALX XPOVIX TIAPA TN PELTOL
aUENUEVO EVELAPEPOV YUPW aTtO TOV SlavBpwiopo (transhumanism), éva Oe-
WPNTIKO GYNHUA IOV EVAYYEALLETAL TNV TIPAYUATOTIOM OGN TWV LEYOAVTEPWV O-
VElpWV NG avOpWTOTNTAG, OTIWG 1) Abavacia Kot 1) amOAUTH YV®OoN, LEGK ATIO
TV ouveEXN, TeXVOAOYIK®WG vToonBovpevn, BeAtiwon tov avBpwmov. Kat
OTIWG KAOE VEO PLAOGO@IKO CUGTNUA, 1) LETHOUUAVIGTIKY] OUTOTIX, WG ULX €-
EEALYLEVT) LOP@T] TWV OPAUATWY TNG VEWTEPIKOTNTAS, SiY&leL TOUG BewpnTL-
KoUG avApEoa 6 QUTOVG TIOV AVUIEVOUV TNV XELPAPETNOT] TOV UTIOKELUEVOU

11 J. Sunden, “What Happened to Difference in Cyberspace? The (Re)turn of the She-borg”,
Feminist Media Studies 1,2001, 217.

12 D. Haraway, Simians, Cyborgs, and Women: The Reinvention of Nature. New York: Routledge
1991, 181.

13 D. Haraway, The Companion Species Manifesto. Chicago: Prickly Paradigm Press 2006, 140.
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KOl 0€ QUTOUG TIOU TIPOPTTEVOLV TOV OAOKAT|PWTIKO QPAVIOUO TOV.

"Yotepn NEWTEPIKOTNTA KAL LETAOVUAVIOHAG. «O GvOpwTog eival kaTL
Tov mpEMEL va Eemepaotei»l4. H prjom tov Nietzsche, Siamotiopgvn amod to
VeV TNG VOTEPNG VEWTEPIKOTITOG, OTJLATOSOTEL TNV amoTUYIX TWV TPO-
YPAUUATIK®OV OlaTAEewV TOU avOpwTIOUoy YlX TNV «TAYKOGULA XEL-
POPETNON» KAl aVolyel VEOUGS 0pillovTEG 0TOV AVOPWTIO, 0 OTIOL0G TTAEOV Kot
Agital va Eemepvd cLVEXWG TA OPLA TOL KoL VX TIPOOEYYI(EL OA0 KoL Tre-
pLocOTEPO TOV YTIEpAVOpwTO, péoa amd pia aévan Stadikacio avbumépBa-
o1MG. OTW¢ XAPAKTNPLOTIKA ava@EPEL 0 (810G:

Zépelg TL elval o kdopog yia péva; ‘Eva tépag evépyelag, xwpis
aempia, xwpic TéAog [...] pa Svvaun Tov SV HEYOADMVEL 1) UL-
kpatvel [..] amiwg petapop@wvetal [..], Bploketal o pa
KATAOTAOT alwviag oAAayns [..]. Autog o koopog eival 1
BovAnon ywx SUvaun - kat Timoto AAA0LS!

T600 0 KOOUOG 660 KAl 0 AVOPWTOG AAAGLOUV GUVEX®SG, UTIOKIVOUHEVOL
ato v BovAnon ya Suvaun. ZOp@wva Pe tnv epunvela tov Stefan L. Sorgner
(2009), n Suvapk ™S BovAnong yia SUvaun amoteAel v Bdom g eEEALENS
Twv 8wV otov Nietzsche, kaBwG 1N L avIon eVOG VEOU EIOVG ETUTEAELTAL WG
0 KaAUTEPOG TPOTOG SloxEtevong/ mMpayudtwong g SVvaung Twv Tpo-
YEVECGTEPWV OPYAVIOHUDV.

H vitoeikn exkdoxn g Bewplag TnG eEEALENG ExEL APKETEG OUOLOTNTEG UE
™mv SLvBpwTIOTIKY avTIAnYM Y v avOp@Tvn @Oon. ZOPH@wva UE TOV
Nick Bostrom: «Ot StavOpwmioTég avTipeTwmi{ouv TV avOp®Tvn UM WG
Ha Stadikacia oe EEALEN»16. OewpnTiKol TOL SlavBpwTLo oV OTIWG 0 Steven

14 F. Nietzsche, Thus Spoke Zarathustra: A Book for All and None. Cambridge: Cambridge Uni-
versity Press 2006, 5.

15 F. Nietzsche, The Will to Power. New York: Vintage Books 1968, 550.

16 N. Bostrom, “Transhumanist Values”, Review of Contemporary Philosophy 4, 2005,
www.nickbostrom.com/ethics/values.pdf (mtpécBacn 17/10/2016).
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Dick kat o Hans Moravec vtoatnpifouv mwe 1 avOpwToTTa TPOKELITAL 0T
SLakd vo TTeEpAoeL 0To 0TASL0 TNG HeTA-BLOAOYIKNG eEEALENG, KATA TNV oTrolx
0 GvBpwToG Bt 1oL TTIow ToV TO BLoAoYIKO Tapaderypa kot Ba petafel
o€ Eva TEYVOAOYIKO Tapadelypa, To omoio Ba odnynoetL otnv otadlakn £&a-
@avion tov TPwTovlZ, ‘Eva amd ta mo StadeSopéva oevApLA OXETIKA UE
aUTNV TNV HeTAPaoN elvat UOLKAE N Pn@LloToinemn ™G ouveidnong, uéow g
omoiag 0 GvBpwtos B amodecuevdel amd To EOHAPTO, VAIKO GWUA TOU KOL
Ba kataktoel TNV Yneaxn abavacia. 2to (510 BewpnTiko TAaiolo Kveltal
KoL TO PIA000@IKO Kivnua ¢ EETpoTiag, ue l§putr g Tov Max More, To
otoio vTtoaTNPIleL OAEG TIC TTPOOTIADELEG AVENONG TWV UTIOAOYLOTIK®WVY Suva-
TOTNTWY, TG ETUNKLVON S TNS (WG, TNG VAVOTEXVOAOYIAG, KATL Kot TTPoAE-
TEL TNV TIPAYUATWON TNG aBavaciog KoL TNV EMAVA@OopPE TWV CWUATWY Kol
TWV EYKEQAAWVY TIOU £X0UV SlatnpnBel Le To PHECO TNG KPUOVIKTG.

Zoppwva pe tov Robert Miner, o Tpdmog e Tov omoio o Nietzsche avti-
Aappavetal Tov eauTd 6To GUVOAO TOV £PYOU TOV, XWPLlETUL 0€ TEoOEPQ €-
mimeda: o) To Eyw, wg «Tto cUVoA0 TwV GLUVESTWV OKEPEWV KoL EMOVULOV
TOU atouou»1s, B) o BabiTepog eauTOG «TTOV TEPAAUBAvEL OAa ekeiva Ta
otolyeia Tov Sev pmopovv va St8ayxBovv»19, y) o 18avikdg 1 vPMAGTEPOGS €-
aUTOG Kol §) 0 TIPAYUATIKOG 1} VPILOTOG EXVTAG, «0 0T0{0G VTIEPPaivel TAVTA
To uTtoKeipevo»20, H Bacikr Slagopd avapeoa otov VPMAGTEPO Kat ToV VL
0To eavuto otov Nietzsche £éykeltal 6To 6TL 0 TPWTOG VAL TO ATIOTEAECUA
™G ovvexoLG, aévang avBuTEPRaONG TOU ATOUOV evw 0 Se0TEPOS opilel &-
Kelvo To onpeio oto omolo tpooPAETEL 0 peTABAAAOUEVOG VPMAOGTEPOS EQV-
TOG, TO 0T0(0 OPWG TIOTE SEV KATAPEPVEL VU KATAKTIOEL ETyelpovtag pa

17 BA. S. Dick, The Biological Universe: The Twentieth Century Extraterrestrial Life Debate and
the Limits of Science. Cambridge: Cambridge University Press 1996.

18 R. Miner, “Nietzsche’s Fourfold Conception of the Self”, Inquiry 4, 2011, 338.

19 R. Miner, “Nietzsche’s Fourfold Conception of the Self”, 338.

20 R, Miner, “Nietzsche’s Fourfold Conception of the Self”, 338.
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QAVTLOTO(XLOT AVAUESA GTNV VITOEIKT QvTIANYM YLo TOV EQUTO Kol TOV PETA-
ovpavIopo, Ba umopovcape va VTTOOEGOVE TTWG 0 VPMAOTEPOG EQUTOG OXE-
Tiletal pe Tov SL1avBpwTo (transhuman), o omolog elval «n evSLAPEDT) LOPPT
QVAPETH 0TOV AVOPWTO KL TOV UTTOOETIKO PETA-AVOPWTO»2L, Kol 0 0TI0(0G,
UECW TNG oUVEXOVS BeATiwan Tou pe Tnv BonBela ¢ Texvoroyiag odnyei-
TOL TIPOG TNV TEAELOTNTA TOL VYPLOTOV, HETA-AVOPWTILVOU £QUTOV.

[Tupfvag Tov peta-avOpwtiopov eival n avtiAnym mws «[n] avepwtivn
ovaoia dev oplletal amod v avOp®TILVN LOPPT] HOG 1) TIG AETITOUEPELEG TG
Tpéxovoag Bloroyiag pag aAAd amd Ti§ PLA0S0EIES HaG, Ta IOAVIKA HAS, TIG
EUTIELPLEG pag KaL TOV TPOTIO {wn§ pag»22, Ztnv B£om avtn, o Bradley Onishi
AVTLTAPABEAAEL EVOTOXA TNV KPLTIKY TOU SEVTEPOL ONUAVTIKOTEPOU @lL-
A0060@OV NG VOTEPNS VEWTEPLKNG @LAoco@lag, Martin Heidegger, ywa tnv
Hovtépva texvoioyia. H katavonon tov avBpmmou we Eva &-Koo o, KapTe-
oo Eyw, elval xapaktnploTiki) TG oXE0NG TOU VEWTEPLKOV UTIOKELLEVOU
He TNV avTIAnPm yOpw amd TV TEXVOAOYLa, CULEWVA PE TNV OTIOLX «OAQ TX
VAKA OvTa a§LoA0YOUVTAL CULPWVA [LE TNV XPNOTIKN Toug aia (kat tnv du-
VATOTITA TOUG VA LKAVOTIOLOUV) TNV aKOPESTT emBupia Tou avBp®Tou yla
ATEAELWTN SUVaUN Kal autovouio»23. 'Etol, 0Aa Ta VALKA avTikeipeva yivo-
vtat pépn avtov mou o Heidegger ovopalel «ev avapovr amobepo»
(standing-reserve), To omoil0 «XaPAKTNPL(ETAL ATO TA VAIKA TOU, TNV
0pYAVWOT TOUG KL TNV SUVATOTNTA AVUKATAVOUNG Toug»24, O dvBpwTog
£xeL eEAeVBepn TTpOGPacT 6TO £V avapovr] amdBepa kat SUvatal va XpnoLuo-
ToLel T VALKA avTIKElPEVA e OTTOLOVET)TIOTE TPOTIO ETIOVUEL Yo VA ETTIITUXEL
m™mv gAevbepia Tou Kal va avénoet v duvaun tov. Opws, otadlakd «e-

21 N. Bostrom, “The Transhuman FAQ: A General Introduction”, ek§oxn 2.1, 2003, www.nick-
bostrom.com/views/transhumanist.pdf (mpécfBacn 17/10/2016).

22 N. Bostrom, “The Transhuman FAQ: A General Introduction”.

23 B. B. Onishi, “Information Bodies, and Heidegger: Tracing Visions of the Posthuman”, Sophia
50,2010, 106.

24 B. B. Onishi, “Information Bodies, and Heidegger: Tracing Visions of the Posthuman”, 106.
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YKAwBileTo» otV €€dpTN oM TOL A6 TO ATTOBEUA AUTO Kol TA TTAON TIKA €P-
YOAglo ATTOKTOVV £VOV EVEPYNTIKO, YEUOVIKO POAO GTNV TIOPELX TOV TIPOG
TNV QUTOVOLQL.

ZTnV €MOXN TOU HETAOVHAVIOHOV, 0 Onishi aviyvedel v petatpomr Tov
UALKOU «EV QVOUOVT] aTTOOEUATOG» OE TTAIPOPOPLAKO aoBeUa: TOGO TO -
VTIKElUEVO 000 Kol TO UTOKelpevo £xouv TV SuvatoTnTa va avadlop-
YOV®OGOUV TOUG EXUTOUS TOUS w6 UoTiRa mAnpogoplwv. Kat evw @atvoue-
VIKG, 1 VTIEPBAOT TWV VAIKWY 0plwVv @EPVEL TOV avBpwTo Eva Bpa TILo Ko-
VIA TNV QUTOVOULX TOU, TEAIKA KATOATYEL VO TOV OVTIKELLEVOTIOLEL, HETA-
TPETOVTAS TOV ATO SLAXELPLOTY) O VTTOUOVASH TOU €V AVAUOVY], TIATPOPO-
pLakovV amoféuatog.

Emtidoyog. £10 mAaiolo Tov TapOVTOG ApOPOL ETILXELPTONKE UK CUVOTITIKY,
OUYKPLTIKI] QVOAUOT TWV ONUAVTIKOTEPWY PIAOGOPIK®OV BE®PLOY YyUPW
OTIO TOV EQUTO [E TNV CUYXPOVT BEWPTTIKT TAGT TOU UETA-AVOPWTILOUOV.
Me a@opun to oevdaplo ¢ Pn@Llomoinong s avlpwmivng cuveidnong,
1 EYKUPOTNTA TOV 0ToloV EEETATONKE PECA ATIO TO TIPIOUA VEWTEPIKMDV KAl
UETAVEWTEPLKWDV PIAOGOP LKWV BEWPLWOV, £YIVE PAVEPO TIWG 0 TPOTIOG LIE TOV
omolo o SlavBpwMoudS avTlapavetatl TV avBpwivy ocuveidnomn umopet
v oLVOLAOTEL e APKETEG (Kol ETEPOKATTEG LETOEY TOUG) PLAOCGOPIKES De-
WPNOELS TNG AVOPOTILVNG GUVEISNONG, TTAPA TIG ETUEPOVS AVTLOETELS. Opwe,
1 LETAPUOLKT], OVTOAOYIKT] KAl N0 BeeAlwon HAG AOOUATNG KAl GUANG,
UETAHOVUAVIOTIKNG OVTOTIAG TPOOKPOVEL TNV GUYXPOVT], UETAVEWTEPLKN
AUELOPNTNON «ATTOAVTWY» GUVTAYWV TIOU UTIOGYOVTAL TNV XELPAPETNON
Tou vumokelpévou. To Bavikd Touv peTa-avOpwTov Tou uTepPaivel o-
TOAVTWS TOUG VALKOUG TEPLOPLOUOVE KL KATAKTA TNV abavacia péow g
TeXVOAOYIAG, TTAPA TNV (PALVOUEVIKT) KALVOTOWULX TOV, OXETITETAL AUET N [UE TIG
MeydAeg AENYNOELS TNG VEWTEPLKOTNTAS, OL OTIOLEG SEYOVTAL EVTOVT AUPL-
oBnon oty ovyypovn emoxn. Katd cuvémela, o S1-avOpwtionds kaAsitot
Vo EMavVagloAoynoeL TIG NOIKES Kal OVTOAOYIKEG BAGELS TOV VTG TO TPlopA
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UG VEQG TIPOOTITIKNG, TIOU Sev Ba TLXELPEL Vo EpUNVEVOEL KOl VoL GU-
LOPPOCEL TO VEO GE GYXNUATA TOU TAPEABOVTOG 0AAG Ot TIPOCAPUOCTEL OTIG
LSLALTEPES TTAPAUETPOUG TNG VEAS, LETA-AVOPDOTILYTIG UTTAPENG.
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Antigoni Avramouli

Genome Editing:
Engineering, Applications and Limitations

[Abstract] Advances in genetics and molecular biology - that began in the 1960s - have led
to continuous improvements in our understanding of DNA’s central role in the determination
of biological attributes. They were followed by the era of “gene reading”, when scientists in-
dicated the exact location and sequence of each gene and defined the hallmarks of many ge-
netic disorders. These understandings led to numerous innovations in medicine and agricul-
ture that have improved human life.

Now we are entering the era of “gene editing”, a technique that enables scientists to
make precise changes in the sequence of a selected gene. Genome editing is a type of genetic
engineering in which DNA is inserted, deleted or replaced in the genome of an organism using
programmable nucleases. These nucleases are commonly referred as "molecular scissors". A
particularly enticing application of engineered nucleases is the possibility of achieving ther-
apeutic genome editing in diseased cells and tissues, by correcting the disease-causing muta-
tions directly.

Genome editing was selected by Nature Methods as the 2011 Method of the Year. Spe-
cifically, the CRISPR-Cas9 system, a genome-editing tool, is undoubtedly a revolution to sci-
ence and was selected as 2015 Breakthrough of the Year, by Science Magazine.

To this extent genome editing technologies erase the exciting prospect of eliminating
certain genetic diseases but they also promote ethical concerns and have sparked great de-
bate about how these technologies should be used in the future.

[Keywords] Genome editing, CRISPR-Cas9 system, gene therapy, germline modification, bi-
oethics

I ntroduction. Since 1953, when Jim Watson and Francis Crick uncovered
the structure of DNA!, the material our genes are made of, researchers

1].D. Watson & F. H. C. Crick, “A Structure for Deoxyribose Nucleic Acid”, Nature 171, 1953,
737-738.
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have focused on exploring how our genes function. Then, after the discovery
of the genetic code?, which directs the translation of genes into proteins, and
the basic rules of how genes are expressed into proteins, scientists investi-
gated the sequence of our genome trying to find out the relationship be-
tween the genotype and phenotype. With a long-term goal to understand the
cellular functions and the molecular basis of genetic traits, the genomes of
cells and organisms have been studied thoroughly in molecular laboratories.
The main reason for genetic mapping lies in the fact that it points us to bio-
logical processes that might lead to treatments. The understanding of the
genetic basis of many diseases led to the early perception of gene therapy in
which an exogenous DNA with the desirable sequence can be used to replace
the defective DNA in persons who suffer from genetic defects3.

In recent years’ new genome-editing technologies came into light ena-
bling researchers to create specific nucleotide cuts in certain sites of the
double helix, receiving worldwide attention. Foundational to the field of
gene editing was the discovery of targeted nucleases which enabled a new
technique that precisely edits the sequence of the human genome and can
achieve a therapeutic effect with high fidelity and efficiency. This manipula-
tion includes the correction of specific mutations that lead to diseases, as
well as the addition or removal of therapeutic genes to specific sites in the
genome. To date four major genome-editing strategies have ben developed:
zinc finger nucleases (ZFNs), transcription activator-like effector (TALE)-
nucleases (TALENs), meganucleases and their derivatives, and most re-
cently the CRISPR-associated nuclease Cas9 (reviewed in*). The efficacy of
programmed gene editing relies on a site-specific manner of DNA cleavage

2 F. H. C. Crick, L. Barnett, S. Brenner & R. ]. Watts-Tobin, “General nature of the genetic code
for proteins” Nature 192, 1961, 1227-1232.

3 T. Friedmann & R. Roblin, “Gene therapy for human genetic disease?”, Science 175, 1972,
949-955.

4 M. L. Maeder & C. A. Gersbach, “Genome-editing Technologies for Gene and Cell Therapy”,
Molecular Therapy 24, 2016, 430-446.
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whilst mitigating, or ideally averting, collateral damage to the rest of the ge-
nome.

Currently CRISPR-Cas9 system is the most widely used DNA editing tool
due to the relative simplicity, high efficiency and broad applicability in the
design of CRISPR guided nucleases. CRISPR-Cas9 has raised high hopes for
precise gene therapy and has fostered a great number of gene editing studies
in a variety of organisms. CRISPR (Clustered regularly interspaced short pal-
indromic repeats) and Cas (CRISPR-associated) genes were first identified
in 19875, nonetheless this system was only recently found to be the funda-
mental mechanism of DNA cleavage guided by RNA in prokaryotesé. CRISPR
together with Cas proteins, are derived from an adaptive immune system
that evolved in bacteria and archaea and confers protection against invading
viruses and plasmids. In the CRISPR-Cas9 system, a targeted site for DNA
cleavage is guided by a short sequence of RNA and then Cas9 enzyme gener-
ates double strand breaks?. Since its discovery, scientists have developed
many methods to take advantage of the CRISPR-Cas9 mechanism of DNA
cleavage in order to engineer the genomes of cells and organisms.

In this review I shall briefly highlight the recent advances of the poten-
tial clinical applications of the CRISPR-Cas9 genome editing tool as well as
the challenges, ethical and social concerns that arise from the use of this
technology in humans.

5Y. Ishino, H. Shinagawa, K. Makino, M. Amemura & A. Nakata, “Nucleotide Sequence of the
IAP Gene, Responsible for Alkaline Phosphatase Isozyme Conversion in Escherichia Coli, and
Identification of the Gene Product”, J. Bacteriol 169, 1987, 5429-5433.

6 R. Barrangou, C. Fremaux, H. Deveau, M. Richards, P. Boyaval, S. Moineau, D. A. Romero & P.
Horvath, “CRISPR Provides Acquired Resistance against Viruses in Prokaryotes”, Science 315,
2007,1709-1712.

7 H. Kim, & J. S. Kim, “A Guide to Genome Engineering with Programmable Nucleases”, Nat.
Rev. Genet. 15, 2014, 321-334.
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Applications of Crispr-Cas9 System in Research, Medicine, and Biotech-
nology. CRISPR-Cas9 system is an extremely flexible tool for genome edit-
ing. This system can be used in a broad range of targeted genome engineer-
ing purposes. Genetic and epigenetic regulation of cells with genome engi-
neering tools is facilitating a wide variety of applications from basic biology
to medicine and biotechnology.

An outstanding challenge of CRISPR applications is to engineer and de-
velop novel transgenic animal models in order to study mechanisms of hu-
man diseases and consequently make possible the discovery of an efficient
therapys®. Furthermore, genetic engineering has many agricultural applica-
tions. CRISPR is used nowadays so as to edit animals to gain protection
against viruses or to be enabled to produce human proteins for pharmaceu-
tical applications®. Also CRISPR-enabled engineering is being used in im-
portant agricultural crops to increase yield, despite biotic and abiotic
stresses, while avoiding the insertion of foreign DNA, increasing thus food
security?0.

In this report we focus exclusively on recent studies that demonstrate
proof-of-concept for CRISPR-Cas9 mediated gene therapy.

8Y. Niu et al,, “Generation of Gene-modified Cynomolgus Monkey via Cas9/RNA-mediated
Gene Targeting in one-cell Embryos”, Cell 156, 2014, 836-843.

9 K. M. Whitworth et al., “Gene-edited Pigs are Protected from Porcine Reproductive and Res-
piratory Syndrome Virus”, Nat. Biotechnol. 34, 2016, 20-22; ]. Peng et al., “Production of Hu-
man Albumin in Pigs through CRISPR/Cas9-mediated Knockin of Human cDNA into Swine
Albumin Locus in the Zygotes*, Sci. Rep. 5, 2015, 16705.

10 K. Belhaj, A. Chaparro-Garcia, S. Kamoun, N. J. Patron, & V. Nekrasov, “Editing Plant Ge-
nomes with CRISPR/Cas9”, Curr. Opin. Biotechnol. 32, 2015, 76-84; A. E. Ricroch & M. C. Hé-
nard-Damave, “Next Biotech Plants: New Traits, Crops, Developers and Technologies for Ad-
dressing Global Challenges”, Crit. Rev. Biotechnol. 36,2016, 675-690.
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CRISPR -Cas9 System Gene Therapy Applications. CRISPR-based technol-
ogies have given high promises for precise genome editing, in order to cor-
rect defective genotypes in many in vitro experiments.

Cystic fibrosis (CF), is a genetic disorder which affects the secretory
glands and causes a progressive respiratory failure. Symptoms include ex-
cessive production of mucus and salty sweat. The underlying cause is a sin-
gle deletion in the cystic fibrosis transmembrane regulator (CFTR) gene
(AF508), that prevents the expression or function of this chloride trans-
porter at the cell membrane!!. The disease still severely impacts on the qual-
ity of life and results in a significant shortening of life expectancy. Firth et al.
in their report managed to correct this mutation precisely, by using CRISPR
to target the CFTR genomic locus!2. This treatment significantly improved
the efficiency of the correction. Specifically, the researchers generated and
modified induced pluripotent stem cells (iPSCs) from CF patients. The cor-
rected iPSCs were then differentiated to mature airway epithelial cells,
where they showed evidence of recovery of the normal CFTR expression and
function. This model system for CF was a great promise for innovative ther-
apeutic approaches.

One of the first proofs of principle for use of the CRISPR-Cas9 system
was the work of Wu et al. in 201313, In this study, this powerful tool was used
for the efficient correction of a genetic disease in mouse, by direct repair of
the genetic defect. In their experiments, they used zygotes from mousses
and targeted a mutant allele of crystalline gamma c (Crygc) gene that causes
cataracts. The resulting mice were fertile and able to transmit successfully

11 M. P. Rogan, D. A. Stoltz, & D. B. Hornick, “Cystic Fibrosis Transmembrane Conductance
Regulator Intracellular Processing, Trafficking, and Opportunities for Mutation-specific
Treatment”, Chest 139, 2011, 1480-1490.

12 A. L. Firth et al,, “Functional Gene Correction for Cystic Fibrosis in Lung Epithelial Cells
Generated from Patient iPSCs”, Cell Rep. 12, 2015, 1385-1390.

13 Y. Wu et al,, “Correction of a Genetic Disease in Mouse via Use of CRISPR-Cas9”, Cell Stem
Cell 13,2013, 659-662.
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the corrected allele to the next generation through the germline.

For the first time, Long et al. used CRISPR gene editing to successfully
treat a genetic disease inside a fully developed living mammal!4. Duchenne
muscular dystrophy (DMD) is another defect caused by single mutations in
a gene encoding dystrophin and is inherited in X-linked recessive pattern.
The derived protein is required for muscle cell membrane integrity, there-
fore patients with DMD suffer from a progressive muscle deterioration and
a shortened life span, while there is no curative treatment. Nevertheless,
Long et. al last year proved that the genetic defect in the Dmd gene could be
corrected in mice by CRISPR-Cas9 mediated genome editing in vivo. Moreo-
ver, the defect was corrected in the germline with high efficacy. The progeny
mousses that were modified in this way showed no abnormal phenotypes,
such as tumors, throughout their lifespan. In addition, many studies pro-
vided further evidence that CRISPR-Cas9 based genome editing could be es-
tablished as a potential mean of correcting mutations responsible for DMD15.

Gene correction by precised genome editing was also made possible in
another disease, Fanconi anemia (FA). FA is a DNA repair-deficient human
disorder caused by mutations in FANCC gene on chromosome 9. By CRISPR
editing the mutation was repaired leading to normalization of the FANCC
genels,

14 C. Long et al,, “Prevention of Muscular Dystrophy in Mice by CRISPR/Cas9-mediated Editing
of Germline DNA”, Science 345,2014, 1184-1188.

15 C. E. Nelson et al., “In vivo Genome Editing Improves Muscle Function in a Mouse Model of
Duchenne Muscular Dystrophy”, Science 351, 2016, 403-407; C. Long et al,, “Postnatal Ge-
nome Editing Partially Restores Dystrophin Expression in a Mouse Model of Muscular Dys-
trophy”, Science 351, 2016, 400-403; M. Tabebordbar et al,, “In vivo Gene Editing in Dys-
trophic Mouse Muscle and Muscle Stem Cells, Science 351, 2016, 407-411.

16 M. ]. Osborn et al,, “Fanconi Anemia Gene Editing by the CRISPR/Cas9 System”, Hum. Gene
Ther. 26,2015, 114-126.
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CRISPR-Cas9 system has also many antimicrobial and antiviral applica-
tions. CRISPR-based therapies have been developed to target human vi-
ruses, including HIV-1, herpes, papillomavirus and hepatitis B virus!’. These
techniques are used for the introduction of mutations into the viral genome,
permanently inactivating virus replication. They also aim to the protection
of the cells from reinfection and the safety of all the other cells, with no toxic
effects. Despite the promising possibility that CRISPR-Cas9 could be used to
inactivate or even delete proviral DNA from HIV-1 infected cells, two recent
publications have now shown that HIV-1 might escape from the pro-
grammed CRISPR-Cas9 attack!s. Although virus inactivation was apparent
in transient assays, after a variable time the virus was observed to escape by
changing its sequence and continued to reproduce. These unwanted changes
are induced by Cas function and do not harm the virus while they can pro-
mote viral escape. HIV viral escape is a well known problem in antiretroviral
therapy designs, so the use of CRISPR-Cas9 system limitations warrant con-
sideration.

CRISPR-Cas9 Human Zygote Editing. The most controversial aspect about
genome modification is CRISPR-Cas9 zygote editing. The zygote is the cell
that is formed by a fertilization event between two gametes. After many di-
visions, it will result in a new individual, while the whole genetic information
is contained in this single cell. Therefore, if any modification could happen
at this stage of the cell, it will be carried in every cell of the new organism.
Wang et al,, in a breakthrough study, showed that CRISPR-Cas9 mediated

17 R. Barrangou & J. A. Doudna, “Applications of CRISPR Technologies in Research and Be-
yond”, Nature Biotechnology 34,2016, 933-941.

18 G. Wang, N. Zhao, B. Berkhout & A. T. Das, “CRISPR-Cas9 can Inhibit HIV-1 Replication but
NHE] Repair Facilitates Virus Escape”, Mol Ther. 24,2016, 522; Z. Wang, Q. Pan, P. Gendron,
W. Zhu, F. Guo, S. Cen, M. A. Wainberg & C. Liang, “CRISPR/Cas9-derived Mutations both In-
hibit HIV-1 Replication and Accelerate Viral Escape, Cell Rep. 15, 2016, 1-9.
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genome editing makes possible the generation of mice carrying specific ge-
netic alterations in all the cells of an organism, including the germline?®.
Thus, this approach results in permanent modifications that can be trans-
ferred to succeeding generations, and enables the ability to eradicate a ge-
netic defect from an entire family. Germline genome modifications are per-
manent and heritable. This potential opened a world of possibilities for cre-
ating diverse types of genomic alterations and in a multiplexed manner,
while it has been applied in several model organisms. The introduction of
precise gene-editing in early human embryos is a very controversial topic
but such experiments are as of writing approved in China, Japan, United
Kingdom and Sweden.

In a landmark study published on April 2015, investigators from Sun
Yat-sen University in Guangzhou, China, demonstrated that they edited
tripronuclear human zygotes2°. These zygotes are nonviable early embryos
that have one egg nucleus and two sperm nuclei. Liang and his colleagues
investigated CRISPR-Cas9 system specificity, by modifying the endogenous
B-globin gene, a gene that is mutated in patients with the common blood dis-
order b-thalassemia. Their results, however, revealed that their methods led
to a high number of further unwanted mutations (off target effects), making
it hard to consider this technique secure for use in human embryos. Only
four eggs out of the 71 that survived and grew, carried the anticipated ge-
netic changes, whereas they were genetic mosaics and very few cells carried
the intended correction. The performance of their protocol proved to be
very poor that the group emphasized in their paper that any clinical use of
CRISPR-Cas9 for embryo editing is “premature at this stage.”

19 H. Wan, H. Yang, C. S. Shivalila et al,, “One-step Generation of Mice Carrying Mutations in
Multiple Genes by CRISPR/Cas-mediated Genome Engineering”, Cell 153,2013,910-918.

20 P, Liang, Y. Xu, X. Zhang et al,, “CRISPR/Cas9-mediated Gene Editing in Human Tripronu-
clear Zygotes”, Protein Cell 6, 2015, 363-372.
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Although the study conformed to the ethical standards of the Helsinki
Declaration as well as China’s national legislation and was approved by the
Medical Ethical Committee it sparked a debate among scientists and in the
public, too, while some experts in the field called for a moratorium on
germline genome modifications?l. The publication of the article was fol-
lowed by a statement from the Director of the US National Institute of Health
Francis S. Collins declaring that?2:

the NIH will not fund any use of gene-editing technologies in hu-
man embryos. The concept of altering the human germline in
embryos for clinical purposes has been debated over many
years from many different perspectives, and has been viewed al-
most universally as a line that should not be crossed. Advances
in technology have given us an elegant new way of carrying out
genome editing, but the strong arguments against engaging in
this activity remain. These include the serious and unquantifia-
ble safety issues, ethical issues presented by altering the
germline in a way that affects the next generation without their
consent, and a current lack of compelling medical applications
justifying the use of CRISPR/Cas9 in embryos.

A second experiment was announced on April 2016 by a different Chi-
nese group?3. Kang et al. used CRISPR in non-viable human embryos in order
to alter a gene associated with the resistance to HIV virus. They successfully
introduced a naturally occurring CCR5A32 allele into early human tripronu-

21 D. Cyranoski, “Ethics of Embryo Editing Divides Scientists”, Nature 519, 2015, 272; E.
Lanphier, F. Urnov, S. E. Haecker, M. Werner & J. Smolenski, “Don’t Edit the Human Germ Line,
Nature 519, 2015, 410-411.

2z https://www.nih.gov/about-nih/who-we-are/nih-director/statements/statement-nih-
funding-research-using-gene-editing-technologies-human-embryos.

23 X. Kang et al,, “Introducing Precise Genetic Modifications into Human 3PN Embryos by
CRISPR/Cas-mediated Genome Editing”, ] Assist Reprod Genet 33,2016, 581-588.
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clear embryos. This allele provides immunity to HIV to the individuals car-
rying it, because of alterations in protein structure, in a way that averts the
virus from inserting the cells that it tries to infect. Nevertheless, their results
showed a low efficacy, while the group encountered many implications con-
sistent with the ones in Liang’s work2+.

On February 2016 Kathy Niakan, a developmental biologist affiliated
with the Francis Crick Institute in London, was the first to receive the green
light from the UK’s Human Fertilisation and Embryology Authority to use
CRISPR-Cas9 technique on human embryos2s. Nontheless, Niakan's research
is intended to focus on early development, and the genes that are active in
the first days after fertilization. The experiments will be stopped after seven
days and the embryos will be destroyed. Even though their research isn’t
explicitly aiming to clinical applications, it should be proved valuable for the
better understanding of the many complex issues around early embryo de-
velopment and in vitro fertilisation.

For the same reasons the developmental biologist Fredrik Lanner from
Karolinska Institute in Sweden intends to start designing experiments on
healthy embryos that will be destroyed as well a few days after fertilization,
according to NPR, which first reported the news?2s.

Call for Ethical Guidelines. Recent advances in gene editing have gathered
worldwide attention. With the CRISPR genome engineering, researchers can
now modify the gene composition of whole organisms, including humans,
through the manipulation of reproductive cells or fertilized eggs. Those par-
ticular genetic changes have the potential to pass down through generations

24 P, Liang, Y. Xu, X. Zhang et al., “CRISPR/Cas9-mediated Gene Editing in Human Tripronu-
clear Zygotes” 6, 363-72.

25 E. Callaway, “UK scientists gain licence to edit genes in human embryos”, Nature News 530,
2016, 18.

26 http://www.npr.org/sections/health-shots/2016/09/22 /494591738 /breaking-taboo-
swedish-scientist-seeks-to-edit-dna-of-healthy-human-embryos.
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creating progenies that are free of the defective gene. This fact brought high
hopes for the cure of many hereditary or acquired diseases with known ge-
netic defects that had no cure up to now, because the current methods of
gene therapy fix only temporarily cells or organs with the defect.

The first experiments that were conducted last year in human embryos
drew global attention to the issue and, as mentioned before, many contro-
versies arose. The main concern was that with this tool we can imagine a day
when human genome could be modified in the sperm and egg and abilities
that people consider advantageous for a child, such as better external fea-
tures and longevity as well as mental and moral capacities could be designed
by order. People started talking about the new eugenics that larked in the
shadow of CRISPR?7.

Genome editing was thoroughly discussed in the International Summit
on Gene Editing that took place last December in Washington, D.C. Partici-
pants coming from many perspectives and many nations were included in
the agenda in the meeting that the Organizing Committee envisioned as a
global discussion. Nearly 500 experts in fields like science, medicine, bioeth-
ics, legacy, history and other health professionals convened for the summit,
which was sponsored by the U.S. National Academy of Sciences, the U.S. Na-
tional Academy of Medicine, the Chinese Academy of Sciences and Britain’s
Royal Society.

After three days of thoughtful discussion of these issues, the members
of the Organizing Committee released a statement which indicated that it
would be "irresponsible to proceed" with any attempt to create a pregnancy
or a baby from human eggs, sperm or embryos that have been altered, due
to safety, efficacy and ethical concerns. Nevertheless "intensive basic and
preclinical research” is "clearly needed and should proceed" to explore the
safety and potential benefits of editing that kind of DNA, the committee said

27 R. Pollack, “Eugenics Lurk in the Shadow of CRISPR” Science 348, 2015, 871.
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in a statement. Correspondingly, in the process of research, if early human
embryos or germline cells undergo gene editing, the modified cells should
not be used to result in a living organism. The conference organizers also
called for setting all clinical use of human genome editing “under appropri-
ate regulatory oversight.”

Conversely, genome editing techniques constitute an enormous depar-
ture from current understanding and scientists do not yet entirely realize all
the potential side effects of this powerful tools. The lack of a definite legisla-
tive framework to regulate attempts on genome editing contributes to the
worries rising. Up to now, the Oviedo Convention is the only international
legally binding treaty that addresses human rights in the biomedical field2s.
The article 13 of this convention, in particular, constricts the objectives of
any intervention on the human genome, incorparating in the field of re-
search, diagnosis, prevention, or therapy. Furthermore, it bans any genome
editing of embryos that would be passed on to the next generations.

Conclusion. Before CRISPR based gene therapies can be verified and used
in human clinical trials, there are numerous practical concerns and technical
challenges that need to be overcome, including the accuracy and efficiency
of the nuclease to target, cleave and repair the objective sequence, the issue
of efficient delivery to specific cells, tissues or organs, and finally the ability
to predict any mutational outcome. As mentioned above, the safety of the
genomic modification methods has not yet been established, as shown by
the off target effects caused by the use of these nucleases.

The progress of CRISPR-Cas9 technologies highlights the contributions

28 Council of Europe. Convention for the Protection of Human Rights and Dignity of the Hu-
man Being with regard to the Application of Biology and Medicine: Convention on Human
Rights and Biomedicine. European Treaty Series - No. 164. Oviedo, 4.IV.1997.
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of foundational research to biotechnology. As genome editing technology by
programmed nucleases matures, it will not only function as a fundamental
component of biomedicine’s protocols but could also impact almost every
aspect of life, and lead the way towards future technological breakthroughs.
This new experimental system is so overwhelmingly efficient and specific
and research on genome editing is obligatory and should be supported in
the view that it may have future applications in gene therapy. Nevertheless,
any human genome modification can not be justified unless if the risks of
this amazing tool are documented and also the means to prevent them are
identified. Science paces faster than our grasp, whereas we exist in a state of
very limited knowledge about the underlying mechanisms of human genetic
diseases. Eventually, with this powerful tool now in hand, the remaining
challenge is to establish and implement the most precise methods to better
understand and treat human disease.
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Lema Salem

Silence... No More...
Palestinian Cinema of Transgression

[Abstract] Palestinian cinema has captured various aspects of the most turbulent periods of
Palestine. The bulk of interest and attention has been limited to few well-known men
filmmakers, thus this paper will introduce a selective corpus of known and marginalized Pal-
estinian women films. In the early 21st century Palestinian women'’s cinematic transgressions
can be seen as a foundation for transformation and challenge of what is considered taboo. |
argue that Palestinian women filmmakers are instrumental in steering their way into the
mainstream cinema and festivals while addressing new issues in historical contemporary Pal-
estine. Like other Arab cinemas, Palestinian women’s films deconstruct taboos, while simul-
taneously reconstructing concepts of contemporary socio-cultural norms. Palestinian women
filmmakers’ undeniably witnessed a dynamic development: their films interweave and reflect
on the complex and often contradictory contemporary, historical and socio-cultural differ-
ences in a complex geopolitical space. In Palestinian social context, love and sexuality are two
issues that are considered taboo topics. However, these two social realities are essential for
the understanding of gender identities/roles and their relation to cultural norms as women
from different religious backgrounds are affected by the same traditional norms. In short,
Palestinians have different levels of attachment and inclination to cultural traditions or/and
patriarchal ideology in Palestine, or/and what is considered taboo. These women filmmakers
examine the fact that many women are taught, from their youth onwards, that their bodies
and associated behaviours are tied to their family’s honour and that the family is a fundamen-
tal pillar in Palestinian society. Scholars have affirmed that women who violate this honour
code and who bring “shame” will be punished. Films analysed and studied in this paper reveal
women discovering how they themselves are viewed, used as sexual objects, and what is con-
sidered taboo. De Beauvoir differentiates between the words “female”, and “feminine”, which
these women filmmakers represent and trace. Filmmakers act out their desires, fantasies,
frustrations, and creativity in their films. They have been featuring tabooed characters such
as: gay, bisexual, physical and sexual dominance and violence (socially and politically), and
those rejecting cultural conventions. Hitherto, these Palestinian women filmmakers chal-
lenged, questioned, and broke taboos in their cinema, and they have allowed space for liber-
ation: their films act as an influential element that raises awareness and challenges gendered
and socio-cultural stereotypes. This paper explores films made by diasporic and local indig-
enous Palestinian filmmakers.
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[Keywords] Palestinian women filmmakers, Palestinian cinema of transgression, recon-
struction/deconstruction of gender identities, socio-cultural and socio-political norms/ta-
boos/stereotypes, trans-culture

When woman is given over to man as his property, he
demands that she represents the flesh purely for its
own sake. Her body is not perceived as the radiation
of a subjective personality, but as a thing sunk in its
own immanence; it is not for such a body to have ref-
erence to the rest of the world!.

P alestinian cinema of transgression. Palestinian women experiences
are not only complicated but also a sensitive issue; that even in such
cases talking about women could be a taboo. However, recently, more spe-
cifically, in the early 21st century women have liberated themselves from be-
ing categorized as taboo, how? Well, firstly, women filmmakers have broken
taboos by becoming filmmakers and liberating themselves by their film nar-
ratives that offer liberation, transgression and subversion of images, narra-
tives, ideologies, intellectuality and appearance from being marked as taboo
or their narratives as traditional; that objectify women or/and consider her
as a socio-cultural and socio-political taboo. Secondly, by representing con-
troversial and conservative taboo issues in historical contemporary Pales-
tine that especially evoke socio-cultural codes. In short, Palestinian women
filmmakers have finally made space for and steered their way to represent
and present women as active agencies through different audio-visual gen-
res.

In this paper, [ will closely examine Najwa Najjar’s film Pomegranate
and Myrrh (2008), Buthina Khoury’s film Women in Struggle (2004), and
May in the Summer (2013) by Cherien Dabis. These films are from contem-
porary Palestinian cinema by women from Palestinian boarders and those

1S. De Beauvoir, The Second Sex, trans. H. M Parshley. New York: Vintage 1989, 157.
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from diaspora: both documentary and fictional films. These films are part of
what [ would like to refer to as Palestinian cinema of transgression. Palestin-
ian women'’s films deconstruct taboos, while simultaneously reconstructing
concepts of contemporary socio-cultural norms: their films interweave and
reflect on the complex and often contradictory contemporary, historical and
socio-cultural differences in a complex geopolitical space.

[ will start with the film Pomegranate and Myrrh (2008) by Najwa Najjar,
because this film presents both socio-political and socio-cultural taboos.
Najjar’s transgressive film has received controversial film criticism and re-
actions, particularly in Palestine. Najjar attempts to break stereotype
through cinema, especially that of a fixed and imprisoned identity of a Pal-
estinian prisoner’s wife. Palestinian journalist Daoud Kuttab argues that
“one of the problems facing Palestinian creative talent and intellectuals is
that they often give themselves the awesome difficulty of having to carry the
entire Palestinian cause on their shoulders [...] but artists are not obliged to
do that”2. Thus, I will analyse this film from an artistic viewpoint that at-
tempts to break stereotypes. Through strong visual images Najjar reveals
sensitive issues of liberation, desire, and sexuality; imprisonment, re-
sistance and identity, all this is done by representing a prisoner’s wife ingen-
iously by using dabke3.

Albright argues, “the kinaesthetic meanings [are] embedded in the
dancing itself’4. We will come to notice that the style of movements is a rep-
resentation or construction of identity or culture. Najjar’s choice of tradi-
tional dresses and colours of the Palestinian flag is to emphasise that the
modern contemporary movements that the new choreographer adds to the
traditional dabke movements is not meant to seduce or pleasure the male

2D. Kuttab, "Palestinians Angry about Portrayal of Prisoner’s Wife by Palestinian Filmmaker”,
Huffington Post, 2009.

3 Dabke is a Palestinian historical, traditional and structured dance that denotes high culture.
4 A. C. Albright, Choreographing Difference: The Body and Identity in Contemporary Dance. Mid-
dletown: Wesleyan University Press 2010, xiv.
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gaze but to represent Palestinians’ resistance, the usual denotation of dabke.
Actually, it is a double moment as Albright puts it:

The dancer negotiates between objectivity and subjectivity - be-
tween seeing and being seen, experiencing and being experi-
enced, moving and being moved - thus creating an interesting
shift of representational codes that pushes us to rethink the ex-
perience of the body within performances.

The bodies of the dabke performers and their movements reflect their
identity and culture. Thus, their bodies are the object of resistance and free-
dom. The camera mostly captures the feet movements. Abd al- Aziz Abu
Hadba explains “When we [Palestinians] stamp our feet we are saying that no
matter how far we have been scattered, Palestine will always remain under
our stamping feet”s; as every movement might reflect a concept and power.

In Pomegranates and Myrrh Najjar focuses on a dancer’s life, Qamar’s, that
changes from or moves between joy and sorrow, the known and the unknown,
and freedom and imprisonment. However, the internal and external struggle
for liberation is the main component of this film: political, socio-cultural, and
self- liberation.

Najjar tells us the repressed and suppressed narratives through dance
movements. The turning point is when Qamar’s husband, Zaid, an olive farmer
gets imprisoned by Israeli soldiers after he fought them defending his land
that they confiscated and which Zaid and his family live off (olive land) only a
few days after their marriage. There is an important metaphor used in Pales-
tine, “land before honour”, this demonstrates the importance of land in Pales-
tine in that it even surpasses honour. When Zaid refuses to sign papers to give
up the land for Israel, they extend his imprisonment.

Qamar at first acts according to the expectations of the society around

5 A. C. Albright, Choreographing Difference, 3.
6 D. A. McDonald, My Voice Is My Weapon: Music, Nationalism, and the Poetics of Palestinian
Resistance. London: Duke University Press 2006, 3.
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her, as a “prisoner’s wife”. She quits dancing, works in the olive groves, and
helps her in-laws distribute olive oil: all this to keep a good reputation and
to maintain the family’s honour. We know this through her mother’s nagging
to be a perfect “prisoner’s wife”, to avoid any accusations. Regardless of re-
ligion, the same concept of honour and shame run through Christian families
as Qamar and her in-laws are Christians. Ebba Augustin in her book Pales-
tinian Women: Identity and Experience affirms, “Muslim and Christian
women are affected by almost the same set of traditional norms, values, and
customs”’?. In addition, Qamar takes control by hiring a lawyer, applying for
permits to visit Zaid in prison, and deals with the paper work. Later on in the
film, she challenged her mother and the society who want her to act as if she
too is imprisoned, and therefore she returns to dance. On her return a new
choreographer is teaching the group, Qais, whose eyes are also heavy with
sorrow from past experience of war and loss. Qais decides to put a modern
twist on the traditional dabke dance and a twist to Qamar’s life.

Qais begins to individually teach her dance in addition to the dance
group rehearsal. As Qais begins to train Qamar alone the camera brings them
in and out of a dark frame to light; perhaps to reflect the bittersweet reality
and desire on both levels; the personal and the political. On the personal
level, the audience can sense the mutual hidden attraction and desire be-
tween them; several dance movements tell us the story of their emotions, as
a well-known American contemporary choreographer Erick Hawkins poeti-
cally concluded, “dance that knows dance can be, should be, and is a way of
saying now”8. There are two powerful dance movements that actually nar-
rate and represent their stories and emotions; each movement is a language
and a voice for these moving bodies.

The first movement tells the story of hesitation, when Qais asks her to

7 E. Augustin, Palestinian Women: Identity and Experience. London: Zed Books 1993, 1.
8 E. Hawkins, "What s the Most Beautiful Dance?", in: W. Sorell, The Dance Has Many Faces.
New York: Columbia University Press 1966, 243.
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turn her back and close her eyes and throw herself on him, as he will catch
her. At first Qamar is unsure of how to feel about this movement, but after
hesitations and after her first attempt she feels secure and safe. In this move-
ment she gave him trust; she surrendered her mind and body to him. She
wants to try the move again. As for Qais we can feel the different levels of
intensity and intimacy, he says “without this movement you will not be able
to dance”. As for Qais, he gained pleasure and confidence in his masculinity.
This rapid progression in movements and development of affections, some-
how, foreshadow the next movements in the upcoming scenes.

The second dance movement is when she struggles several times to run
towards Qais and then she finally succeeds and so they twirl around each
other, he holds her close, lifts her up, their faces in opposite directions but
so close, not touching, their hands clutched together, then he puts her down,
she walks away, he breathes heavily, these intense moments of closeness
and the rapid detachment represent both longing and resistance. They liter-
ally dance around their emotions, desires, resistance, and reality. It is clear
that through their dances they are able to tell a story. By transitioning from
traditional dabke movements to intense modern movements and style, he
presents an emotional spectacle that speaks to his masculinity and her fem-
ininity. In addition, it places the man (Qais) in a position of control and
power over the woman (Qamar). These dances were modest but also erotic;
to some extent they constructed a voyeuristic experience for viewers. How-
ever, towards the end of the film, Qamar rejects Qais’s attempt to kiss her
and his attempt to make her leave her husband for his masculine prowess
and desire. Qamar has control over her own emotions and self, as well as
Qais with her decision; the power of woman over the power and control of
man, and this control reaffirms women'’s strength.

On the political level, Qamar resists the sorrow the occupation causes
her and she does not reveal her weakness to the world, instead she stays
strong, but her only escape from this burden is through dance. She dances at
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home, at the group organisation and with Qais. Qais too, escapes pain
through dance; he too has endless stories full of sorrow from the occupation.
Both characters see the dark and the light through these experiences, and
somehow tell their stories through their bodily movements and passion for
dance.

Qamar’s husband is finally released and Qamar decides to punish her-
self for the desire, fantasy or mistaken love she had toward Qais and for what
the occupation has done to her. Qamar dances barefoot on the land her hus-
band was imprisoned for and on that land that Israel confiscated, and on that
land she fell in love with and worked in. The camera follows the movements
of Qamar’s dancing feet. She harshly stamps her bare feet on the rocky land,
she is balanced and has control. The camera achieves a medium close up
shot. And since Qamar is a dancer her feet are important and a personal part
of her. This could involve us into her intimate and personal space. Qamar
finds freedom in expressing through dance; she fights political and personal
imprisonments through her movements. Albright aptly remarks: “these
dances often focus on the negotiation between how one defines one’s body
in face of how that body is defined by society”°.

[ think what Qamar felt towards Qais perhaps was not sexual desire but
desire for a person who shares the same passion: dance. Dance was a way of
expressing their experience of loss, resistance, pain, and joy. For Qais, his
pride is however hurt as he asks her to leave the car after she refuses him;
rejection is understood as humiliating, emasculating. With her decisions
throughout the film she asserts her voice rather than that of others. In addi-
tion, through Qamar, we can finally recognise a new form of expressing fe-
male sexuality and the repercussions of the suppression of the feminine.

Butler’s notion of a performative identity and theorizing identity as “be-
coming” means that we are locked into an on-going process of change and

9 A. C. Albright, Choreographing Difference, 4.
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identity instability. Qamar takes a similar process in her life and dance.
When she refuses to live according to the society’s notion of a “prisoner’s
wife” and when she insists on learning new dance movements and when she
refuses to fall into Qais’s sexual desires and when she takes control of her
decisions. Qamar emphasizes this process of “becoming”. The fractured mo-
ments and the repeated phases fragmenting the traditional power of gazes,
builds her notion of identity through dissolving self/other, body/mind, cul-
ture/modernisation, and public/private. The use of the female body to ex-
press was not to satisfy the male gaze, Najjar used it to give voice for the
female, to give independence, and identity to the female figure. Undoubtedly,
Najjar expressed sexuality, love, femininity and masculinity creatively and
differently.

[ will now give you a close look on how power and violence are thema-
tized and represented in Palestinian films by women filmmakers. Violence
and power can be both physical and psychological and there are two types
of violence and power practiced on women that will be clarified in this pa-
per: social and political. Violence and power have always formed part of Pal-
estinian history, however, the topics of violence, especially domestic vio-
lence, and the different forms of power towards women have generally been
neglected in Palestinian filmic representations. Once again, the main reasons
behind the marginalization of these topics are due to the few women
filmmakers in the past that could touch on such sensitive issues that need in
depth narrations and studies of Palestinian women and their sexuality
within historical socio-cultural and political contexts.

Now I will move to looking closely at how Palestinian women filmmak-
ers thematize power and violence. In her feature-length documentary
Women in Struggle (2004), Buthina Khoury tackles physical and sexual dom-
inance and socio-political violence. It is worth noting that most films about
the Palestinian conflict have usually shown political violence against male
characters. Women political detainees are included in a very small body of
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literature let alone film. As a female filmmaker, Khoury has given herself a
passport to enter these women'’s lives as they spoke more comfortably with
her about their pain and experience. Khoury in Women in Struggle presents
four middle-aged Palestinian women who experienced violence during their
imprisonment in Israeli prisons in the late 1960s and 1980s. Julie Peteet em-
phasises that:

Beatings have been a part of the apparatus of domination since
the beginning of the occupation, both in public and as an integral
part of the interrogation process [...] they were an integral part
of an interrogation procedure, designed to break the will of pris-
oners and to extract confessions as to their alleged deeds and
those of their acquaintances [...]1°.

Maria Holt quoting from the WCLAC (Women’s Centre for Legal Aid and
Counselling) and WSC (Women’s Studies Centre) research, states that “Pal-
estinian women have directly suffered the pains of Israeli arbitrary
measures, compounding the suffering they already endure as women living
in a patriarchal and conservative society”!1. Joyoti Grech also argues “there
are clear national-political implications to war rape that revolve around ma-
nipulations of national honour, racial purity and national integrity”12. Since
a woman'’s honour is a main pillar in a Palestinian family, rape undeniably
affects women across a wide spectrum of areas: their families and their com-
munity. However, the detainees filmed by Khoury argue vehemently for the
experience of separation that they encounter at the site of torture, rape, sex-
ual molestation or humiliation. In other words, they argue for a separation
between mind and body, regardless of real physical and psychological effect

10 ], Peteet, "Male Gender and Rituals of Resistance in the Palestinian Intifada: A Cultural Pol-
itics of Violence", American Ethnologist 21, 1994, 31-49, 36.

11 M. Holt, "Palestinian Women, Violence, and the Peace Process", Development in Practice 13,
2003, 223-238, 234.

12 ]. Grech, "Resisting War Rape in Bangladesh", Trouble and Strife 26,1993, 17-21, 18.
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after their release. Peteet argues that “bodies do more than represent. Tor-
ture and beatings are ordeals one undergoes as sacrifices for the [national]
struggle”13. I will quote some statements from the ex-detainees in order for
you to engage with their experiences whilst Khoury films these women in
different places at home and in the city and even in demonstrations for hu-
man rights. Khoury also films their narratives through showing us their eve-
ryday practices (e.g. visits, cooking and practicing their hobbies). I will start
with their experiences of violence and then how they coped with it after
their release. For example, Aysha Odeh who spent ten years in Israeli pris-
ons says:

Every hour they had new rituals and new ways of torture. They
dragged me into a room after they removed a martyr in front of
me and I thought the same was going to happen to me. They told
me to take off my clothes and I refused, so they stripped me off
by force and left me totally naked and cuffed my legs and hands
behind me, they then threw me on the ground. They were two
men and a woman; the woman stepped on my head and one of
the men settled his knee in my abdomen and proceeded to
squeeze my breasts while the other man secures my legs and vi-
olated me using a stick, no matter how much [ scream they
would not stop. They carried me from my hands and legs and
displayed me in front of a line of men as [ am naked, then they
dragged me back to my cell to do it all again.

She describes the pain as:

It was as if all the injustice of the human history perpetuated by
humans against humans were gathered up that night inside
them and they poured them out on me, At a point, I could no
longer take it and I lost consciousness. But when [ regained con-
sciousness I felt I was reborn, my body was not my body alone

13 ], Peteet, "Male Gender and Rituals of Resistance in the Palestinian Intifada: A Cultural Pol-
itics of Violence", 38.
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but (Palestine as a whole).

As for Rasmea Odeh describes her torture:

The whole interrogation was difficult but if [ were to choose...
the moment when they brought my father into the interrogation
room when [ was totally naked after they stripped of my clothes
by force and they tried to force my dad to have intercourse with
me, it was the worst moment. | was scared for my father that he
fall and die, it was a very sensitive issue... They also dragged me
and displayed me naked with tied hands and feet in front of a
young man they were interrogating so they can put pressure on
him to confess, he became a martyr while [ was in the room.
However, I did not feel the same I felt in front of my father. I
stayed strong, I didn’t feel like my body was mine, it was for the
Palestine struggle.

Rasmea’s father is brought in not only to break Rasmea and force her to
confess but to also break down her father and by implication his role in the
community. Seifert points out that “rape is also employed to send particular
messages to the men of the raped women'’s community, messages of humil-
iation, emasculation, terror and vulnerability. Rape tells the defeated men
that they were too weak to protect their women”14. Therefore, in this case,
this act can be considered cultural rape. Similar to Rasmea, Rawda Basir is
another detainee who spent eight years in Israeli prisons. However, Rawda
did not say much about the ways she was tortured but she did say that: “from
the intensive beating I lost a lot of blood and my health was not good so my
hair started to fall out”.

14 G. Letherby et al,, Sex as Crime?. London: Routledge 2013, 240.
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These women above have admitted they had been sexually harassed and
humiliated. The soldiers used these torture techniques and others in order to
humiliate and degrade their victims and enact forms of power and dominance
over them. Susan Brownmiller in her work concludes that “rape is part of vic-
tory as it is enacted upon the bodies of the defeated community as an act of
conquest”15. Ruth Seifert suggests that “sexual violence against women is
likely to destroy a nation's culture [...] their physical and emotional destruc-
tion aims at exterminating social and cultural stability”1¢, and that “the rape
of women of a community, culture or nation can be regarded - and is so re-
garded - as a symbolic rape of the body of that community”17.

Israel uses sexual violence and abuse with almost all their female detain-
ees because they are aware that woman’s sexuality is a sensitive issue in Pal-
estinian society. “Cold water torture, sexual molestation, and deprivation of
food and drink were more commonly experienced by the Palestinian detain-
ees under Israel interrogation”18, and “the torture itself ha[d] a rationale: iso-
lation, humiliation, psychological pressure, and physical pain [were] means to
obtain information, to break down the prisoner, to destroy a victim's sense of
self-esteem, and to intimidate those close to him or her”19. However, Aysha
explains her perception of her own body in an interview with Lena Meari say-
ing that the experience “was not something related to my sexual body or hon-
our for me it was an assault on my being and existence as a Palestinian - this
is what gave my body the ability and power [...] [ did not perceive my body as
my own body, it was the body of all Palestinians and of all those Arabs, my

15 G. Letherby, Sex as Crime?.

16 G. Letherby, Sex as Crime?, 241.

17 G. Letherby, Sex as Crime?, 242.

18 R. L. Punamaki, "Experiences of Torture, Means of Coping, and Level of Symptoms among
Palestinian Political Prisoners", Journal of Palestine Studies 1988, 81-96, 87.

19 R. L. Punamaki, "Experiences of Torture, Means of Coping, and Level of Symptoms among
Palestinian Political Prisoners", 84.
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body was reconstructed”20. These women have deconstructed their feminine
body and perceived their bodies as asexual in the period that they have spent
in prison. Giacaman and Johnson summarise Judith Butler’s argument in a
panel on "Carceral Politics in Palestine: Gender, Vulnerability, Prison" that
“the aim of that power is not to produce "Foucauldian disciplinary subjects”
but rather to "deconstitute (or destitute) the Palestinian subject,”" and thus
break down Palestinian resistance”2!. Judith Butler also talks about the misuse
of [sraeli power: “to live under occupation means that one can be detained any
time without a clear reason, and that one can be detained for years without a
trial, or that one can be arrested again and again as a kind of harassment and
show of the arbitrary exercise of the Israeli military power”22. This power is
exercised on both Palestinian women and men, therefore; women find them-
selves under this double oppression.

Each woman explains how after their release from Israeli prisons the dif-
ferent forms of violence and torture they experienced destroyed and/or
shaped, in a way, their physical and psychological well-being as a woman in
Palestinian culture. In Memory and Popular Film Paul Grainge points out “cin-
ema has become central to the mediation of memory in modern cultural
life”23. Hence, films like this function as a tool for remembering the violent in-
cidents in our contemporary history. I am now moving from the ex-detainees’
memories and experiences of torture whilst their detention in Israeli prisons
to those more recent experiences in their sexual and everyday life after their
release from prison. Aysha says that she was divorced after a brief marriage
and then admits for the first time:

20 Columbia University, “Carceral Politics in Palestine and Beyond: Gender, Vulnerability,
Prison”, 2012.

21 R. Giacaman and P. Johnson, "Our Life Is Prison: The Triple Captivity of Wives and Mothers
of Palestinian Political Prisoners," Journal of Middle East Women's Studies 9, 2013, 54-80, 57.
22 Columbia University, “Carceral Politics in Palestine and Beyond: Gender, Vulnerability,
Prison”.

23 P. Grainge, Memory and Popular Film. Manchester: Manchester University Press 2003, 1.
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My relationship with my husband is an unhealthy one, when my
husband was deported to Jordan I felt liberated from him be-
cause [ was unable of being natural with him. This is because of
what | experienced from torture and violence in prison, it
doesn’t allow me to function as a normal female, it has changed
my human nature and the chemical build-up of my body. I was
forbidden from being a mother and that is all I wanted to be-
come when I got married [...] You discover that you cannot get
prison out of you. You carry it inside you. It confronts you with
every detail. Your life in prison dictates to you your behaviour
to the outside world. In other words, you did not leave prison;
you actually carried it with you.

Rawda explains her first experience whilst in detention:

[ was engaged but I left my fiancé when [ was imprisoned be-
cause he did not come visit me once, he was scared, and as most
people stop visiting families of detainees because they are
scared the Israeli military will capture a member of their own
family too.  was strong, but my weakest point that made me feel
horrible was seeing my mother hurt. The most important thing
was family support and I had that.

Rawda is now married and explains that:

My husband was an ex-prisoner too, we met at several events,
he then said to me “not one of us ex-detainees can build or live a
life like normal people, neither can [ marry a regular person nor
can you marry a regular man”, I honestly had not thought about
marriage, I did not want to make a personal struggle because
there are many other social struggles to fix but we eventually got
married. We couldn’t have kids or treatment so we adopted a
boy.

Rasmea, however, never got married and moved to the United States in
1994 and became associate director of the Arab American Action Network
and leader of that group’s Arab Women’s Committee in Chicago.
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A study has concluded that the suffering of psychological symptoms and
mental health problems found among victims of torture in Palestine are
mostly “paralyzing fears, spells of confusion, memory disturbances, sexual
dysfunction and loss of weight were more common among the Palestinian
ex-prisoners”24, Aysha, Rasmea and Rawda have a common symptom of this
violence other than the obvious sexual dysfunction they have stated: they all
share the psychological trauma of carrying the prison within them and they
see it in their everyday life. This film has not represented the stereotypical
Palestinian female; as a superhero nor as a passive victim, but as a complex
mixture of both under the power of an enemy alongside the power of their
own patriarchal society. The statements of the three ex-detainee women not
only support theories of violence, power, torture, sexuality, and socio-tradi-
tional cultures, they are also in and of themselves powerful evidence of the
struggle of Palestinian women under various violence and powers and most
importantly transgression and breaking the silence of what is considered ta-
boo.

No better conclusion for this film than Edward Said’s statement “that
violence has been a visible feature in Palestinians [...] the violence visited on
us by our enemies [...] and the violence we have wreaked on each other”25.

The final film [ will examine briefly is a film by a Palestinian American
filmmaker, Cherien Dabis. Her films have transnational messages with
global impact that address taboo questions of heritage, tradition, religion
and culture. In this paper I will focus on her transgressive film May in the
Summer (2013). Dabis offers narratives of transgression and challenges
fixed identities, ideologies and taboos through a Christian family drama,
dominant by female characters that occupy outside and inside space, in

24 R. L. Punamaki, "Experiences of Torture, Means of Coping, and Level of Symptoms among
Palestinian Political Prisoners", 93.

25 R. L. Punamaki, "Experiences of Torture, Means of Coping, and Level of Symptoms among
Palestinian Political Prisoners".
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which this act itself is a form of transgression. Dabis in form and content has
broken the traditional heritage of male-domination and taboo issues.

The setting of the film takes place in Jordan where Arab American sis-
ters visit in the summer. The choice of the setting is a socio-cultural and po-
litical symbol. Politically, Jordan is the country where many Palestinians
have been dislocated into refugee camps and also the only airport Palestini-
ans can use to travel abroad. Thus, Jordan acts as a bridge for Palestinians
mobility. As for the socio-cultural interpretation that cannot be totally sep-
arated from the political; the on-going political unrest in the Arab world
leads many families to dislocate themselves and/or find a new home in Jor-
dan because Jordan’s geographical position is encouraging. Consequently,
different traditions, cultures, languages/dialects are either mixed together,
assimilated, or, eliminated to ones own identity. In short, Jordan is a trans-
cultural country that bridges between Arab and Western cultures.

Dabis’ transcultural perspective has allowed her to introduce several
sensitive issues. Dabis has liberated her narratives from the constrictions of
tradition and traditional narratives. Due to word limitations I will briefly
discuss the taboo issues she has triggered in her film May in the Summer.
Generally, homosexuality has never been a recurrent theme in Arab cinema
and specifically in Palestinian cinema. Being queer is a sensitive issue in the
Arab world not only because it touches on the issue of ones honour but also
on the society’s honour and reputation that can bring shame: community’s
honour before ones family. To most Arabs, in the homeland or in diaspora,
identity has been a problematic issue, let alone their sexual identity. Hence,
homosexuality is not an issue of religion only anymore yet Whitaker re-
marks:
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In Muslim and Christian traditions, the consolidation of family is
build upon strong patriarchal structures. The moral and reli-
gious values, including marriage, is an ideal for building a soci-
ety and regulations and rules deciding right from wrong within
the matrimonial constitution are determined and the sexual lim-
itations that follows, expresses the holy union between man and
woman?zé,

[ am not going to criticize Dabis for introducing this stigma into her film
as others have already done so, but it is worth mentioning the reality of such
an issue, whether on screen or off screen. Dalia, the lesbian in May in the
Summer, has been hiding her sexual identity for several years from her fam-
ily, not only becomes her mother claims to be a religious Christian, but she
keeps it a secret because she knows it means breaking socio-cultural codes
of honour. Hanadi al-Samman in her article “Out of the Closet: Representa-
tion of Homosexuals and Lesbians in Modern Arabic Literature” explains
that:

[She] traces the shift in cultural attitudes towards same-sex re-
lations Arab world, to the present [...] when the Arab homoe-
rotic lexicon loses its cultural specificity, and starts to acquire
imported system valuation and foreign signification brought
upon by the colonial experience, and exasperated by the aborted
national projects of most postcolonial Arab nations?7.

However, Dabis felt the urge not only to address this issue: an Arab be-
ing a homosexual, but also the need to expose the different reactions. At first,
we see Dalia as an unsocial person and Dabis gives the audience that Dalia
living with shame and that she is withholding something. Perhaps Dabis in

26 B. Whitaker, Unspeakable Love: Gay and Lesbian Life in the Middle East. California: Univer-
sity of California Press 2006, 164.

27 H. Al-Samman, “Out of the Closet: Representation of Homosexuals and Lesbians in Modern
Arabic Literature,” Journal of Arabic Literature 38,2008, 270-310.
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this film wanted to break the stigma attached to homosexuality through Da-
lia’s sisters reaction after her confession of her sexual identity. Her sister
says that she is “proud to have a lesbian sister”. This could reflect the change
and awareness of attitude towards homosexuality in different parts of the
Arab world and families in diaspora and in the homeland. Alongside homo-
sexuality, Dabis emphasises the corruption of religions, hypocrisy, and af-
fairs. She reveals these taboos in different scenes, for instance, that the
daughters are atheists; which denotes detachment from culture before reli-
gion according to society. Another scene that shows hypocrisy or/and cor-
ruption of religion is through their religious mother who apparently is not
as pure as she shows herself to be; she has an affair with her ex-husband
who is re-married, and she believes in the religious knots, however, she has
not been untying the knots, but tying knots for her ex-husband to leave his
wife and perhaps remarrying each other. To conclude, perhaps Dalia had the
courage to finally come out of her shell after discovering that the community
and her family are corrupted and that being a homosexual is not worse than
what she has witnessed.

In a nutshell, Palestinian women filmmaker’s challenged, questioned,
and broke taboos in their films. They have transgressively made a major con-
tribution to the existence of a wider spectrum of cinematic representations.
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Sofia Ropek Hewson

Brains, Drugs and Dildos:
Activating Neuroplasticity through Pharmacology
and Prosthetics

C atherine Malabou'’s interpretation of neuroplasticity and her uses of the
terms “plasticity” and “flexibility” in What Should We Do With Our Brain
are constructive for the analysis of brains, drugs and dildos!. Flexibility im-
plies neuronal compliance, plasticity implies creative and destructive poten-
tial. For Malabou, “flexibility” has an affinity with neoliberal calls for mobil-
ity, fluidity of capital, flexible workers, and endless adaptability2. But Mala-
bou writes that our central project s to “refuse to be flexible”, to “self-modify
at the whim” of a capitalism that keeps mutating3. Malabou questions
whether neuroplasticity represents the biological justification of neoliberal-
ism, an organisational structure based on adaptability and flexibility. But ul-
timately, the galvanising refrain of the book is: “our brain is what we do with
it"%. We can harness the potential of our brains in creative ways, and resist
neoliberal means of organisation.

Malabou'’s conceptions of plasticity and flexibility relate to the brain, but
also apply more broadly to the whole body. Malabou writes that plasticity

1 C. Malabou, What Should We Do With Our Brain. Fordham University Press 2008.
2 C. Malabou, What Should We Do With Our Brain, 31.
3 C. Malabou, What Should We Do With Our Brain, 78.
4 C. Malabou, What Should We Do With Our Brain, 12.
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animates the nervous system in its entirety. Bodily plasticity is the land-
scape of Testo Junkie: Sex, Drugs and Biopolitics in the Pharmacoporno-
graphic Era by Paul B. Preciados. Testo Junkie is a combination of narrative
and theory about bodily political praxis. He writes that we live in a pharma-
copornographic era, where bodies and identities are manipulated through
drugs and porn, or pharmacology and pornographys. But he also writes that
we can resist these neoliberal manipulations through similar means. His po-
litical praxis comes in the form of taking testosterone illicitly, rather than as
a medicine to correct gender dysphoria. So he examines its personal and po-
litical effects and watches his body adapt to its new hormonal order. He also
writes about how the pharmaceutical industry treats bodies like open and
plastic landscapes. This plasticity contains the potential for radical re-
sistance. But only if we can distinguish between flexible and plastic actions,
and bodies. Flexible actions map onto capitalist means of control, plastic ac-
tions can shape bodies. In the context of Testo Junkie, taking Testogel, the
testosterone gel applied by Preciado, in accordance with medical protocols
and in co-operation with your doctor could be considered “flexible”. Taking
Testogel like an illegal drug, creatively and without concern for its regula-
tion is “plastic”, according to Preciado. Bodily plasticity, or what Preciado
terms “biodrag”, means to view the body, as Malabou suggests we should
view the brain, “as an agency of disobedience, a refusal to submit to a
model”’. Preciado refuses to submit to pharmacopornographic models and
narratives of gender and sexuality.

But how can we distinguish between flexibility and plasticity? For Ma-
labou and Preciado, networks are the means of both neoliberal control and

5 P. B. Preciado, Testo Junkie: Sex, Drugs and Biopolitics in the Pharmacopornographic Era. The
Feminist Press 2013.

6 P. B. Preciado, Testo Junkie, 223.

7 C. Malabou, What Should We Do With Our Brain, 6.
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transgression. For Malabou, these represent the shifting synapses and net-
works of the brain, for Preciado, networks are composed of hormones, blood
and fluids. But networks of capital are similarly fluid and networked. Tes-
togel is a dual substance, it contains the means for both gender control and
gender transgression, depending on the user and its use. As Malabou writes,
“What should we do so that consciousness of the brain does not purely and
simply coincide with the spirit of capitalism?”8. Gerald Moore has written
that an “ethos of resistance” can simply affirm capitalist adaptation and ap-
pear similar to reconciliation with the “nature” of capitalism.? In Etats de
Choc, Bernard Stiegler notes that “invention” might be a more productive
process than the discourse of resistance?0. But what does invention mean in
terms of plastic brains? In What Should We Do With Our Brain, Malabou
writes that neuronal synapses can be strengthened or weakened according
to experience, so repetition and habit play an important role in plasticity,
which might be where invention comes in.

Invention is an important theme in Preciado’s Testo Junkie. Preciado is
desperate to reconfigure his body and brain through the application of tes-
tosterone, and applying this gel becomes an addictive ritual for Preciado.
This ritualised repetition becomes a habit, and this habit creates a new body.
But Preciado sometimes seems uncertain about whether these changes are
plastic or flexible. The first time he applies Testogel he talks about a “desire
to fuck, walk, go out everywhere in the city, the feeling of being in perfect
harmony with the rhythm of the city!l.” Feeling “perfectly in rhythm with
the city” implies a kind of flexibility: his body now maps comfortably onto
his environment. As Benjamin Noys writes: “the rhythm of the city suggests

8 C. Malabou, What Should We Do With Our Brain, 12.

9 G. Moore & C. Howells, Stiegler and Technics. Edinburgh University Press 2013.
10 B, Stiegler, Etats de choc - Bétise et savoir au XXle siécle. Fayard 2012, 134.

11 P. B. Preciado, Testo Junkie, 21.
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an immersion in the forms and forces of contemporary global capital!2.”

But, significantly, Preciado retains a degree of control of his name, iden-
tity and body. Men taking Testogel through doctors, to compensate for low
natural levels of testosterone, or in the process of gender transitioning, often
give up their names, identities and contact details to pharmaceutical compa-
nies. These names form a database that can be exploited for selling new
drugs and trials - particularly in the US. Pharmaceutical companies send tai-
lored ads to specific groups of people based on previous prescriptions, link-
ing pharmacy records with online accounts. Jeff Chester notes that these
people are “treating our health data like we were buying a pair of pants or a
book”, in an article terrifying titled “They Know You Buy Viagra And They
Want To Sell You More”13. So in this context, Preciado’s process seems at
least resistant to digital means of control. He describes his ritual as a “home
protocol”14. Although he films himself applying Testogel and shares the vid-
eos with other trans people, he chooses how to share them, often anony-
mously.

Butin a defiantly uncaring neoliberal society, surely individuals altering
their hormonal makeup are of little concern? Many Western societies em-
brace, or co-opt, difference (for example, Barclays sponsoring London
Pride), so even illicit gender transitioning must be deemed acceptable? But
Preciado reminds us that the pharmacopornographic era has not yet dis-
placed the disciplinary regimes that preceded it: we still operate according
to the gender binary epistemology and models of masculinity and femininity

12 B. Noys, “Intoxication and Acceleration”, “Intoxication 2013”, the University of London In-
stitute in Paris Postgraduate Conference (28 June 2013), 11.

13 J. Robertson, “They Know You Buy Viagra And They Want To Sell You More”, Bloomberg,
2014, http://www.bloomberg.com/news/articles/2014-12-10/they-know-you-buy-viagra-
and-they-want-to-sell-you-more.

14 P, B. Preciado, Testo Junkie, 20.
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inherited from the 19t century “sexopolitical” regimes described by Fou-
cault?s.

This clash of regimes is visible in different places: firstly, in the produc-
tion of Intrinsa, a pill to address female sexual dysfunction. Intrinsa was
characterised as a lifestyle drug, unlike Viagra, by conservative FDA mem-
bers. Despite the fact that they could sell it to a potential market of 10 million
women, they rejected the drug - presumably on the basis that they refused
to encourage women to be promiscuous. This regime clash is also visible in
the Pill: the Pill appears to be a symbol of feminist liberation and a triumph
of pharmacology, but it was also designed by a Christian doctor who wanted
to ensure it mimicked the rhythm method. Thus, he engineered the with-
drawal bleed, which many women believe is a regular menstrual period, and
is still a feature of the modern pill. Again, in this context, Preciado’s applica-
tion of Testogel can be considered a plastic bodily alternation - in the con-
text of societies that continue to enforce strict gender binaries. And possibly
in the context of pharmacopornographic societies, which trade on data, in-
formation and knowledge. In comparison, a Korean skincare regime was de-
scribed as radical feminist self-care for three dollars?é. Self-care is poten-
tially radical and feminist, but $3 “skin sheets” sound distinctly flexible ra-
ther than plastic. Unlike this promoter, Preciado uses his body as an “agency
of disobedience and improvisation”, as Malabou phrases it, in relation to
contemporary capitalism??. Although, ultimately, Preciado’s project is one of
identification with neoliberalism: “a new type of hot psychotropic punk cap-
italism”, as he describes it!8. Rather than attempting to transcend capitalist
constraints on gender, sexuality and space, Preciado immerses himself in
them. So his form of plastic praxis always possesses dubious transgressive

15 P. B. Preciado, Testo Junkie, 223.
16 R. Schuman, Slate, “Radical Self-Care”, http://www.slate.com/articles/double_x/dou-
blex/2016/01/the_10_step_korean_skin_care_routine_is_a_radical_act_of feminist self care.html.

17 C. Malabou, What Should We Do With Our Brain, 6.
18 P, B. Preciado, Testo Junkie, 33.
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power - in that it represents both capitalist accommodation and rebellion.

Moving from pharmacology to prosthetics, in a satirical book on gender
and sexuality called the Contra Sexual Manifesto, not yet translated into Eng-
lish, Preciado writes that gender is not only performative, it is also pros-
thetic19. He creates a science called “Dildotechtonics”, which is, unsurpris-
ingly, about dildos. This science illustrates how prosthetics can de-natural-
ise and de-romanticise the sexualised body, including the narrative central-
ity of the penis. Donna Haraway writes about how the technologically en-
hanced body can break down barriers between natural and artificial, physi-
cal and non-physical20. The dildo allows the woman to perform or be the
man, without becoming the man. Although the dildo has been traditionally
seen as symbolic of the perpetuation of phallocentrism, for Preciado it forms
the centre of his (satirical) counter sexuality. Foucault has written of the
possibility of resisting the disciplining of sexuality by creating a counter
productivity, rather than battling against the prohibition. Similarly, rather
than rejecting the penis, Preciado creates a satirical counter philosophy with
a moveable performative phallus. In a sex scene in Testo Junkie, Preciado
names his dildo Jimi, after Jimi Hendrix, and writes about masturbating with
it. His partner treats it like a penis, feeling and sucking it, and describing it
as “super erect”?!. In Testo Junkie, Testogel and dildos create the sense of
bodily transformation and plasticity: a fusion of the literally plastic (the
dildo) and the living plastic landscape of the body.

Preciado’s Contra Sexual Manifesto also examines S&M, or sadomasochis-
tic, sex toys. Foucault hypothesised that modern sexuality was partly pro-

19 P. B. Preciado, The Contra Sexual Manifesto, extract, http://totalartjournal.com/ar-
chives/1402 /the-contra-sexual-manifesto/.

20 D. Haraway, “The Promises of Monsters: A Regenerative Politics for Inapproppriate/d Oth-
ers”, The Haraway Reader. Psychology Press 2004, 65.

21 P, B. Preciado, Testo Junkie, 18.
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duced by medicalising perversions and fetishes and regulating sexual repro-
duction?2. Thus Preciado analyses anti-masturbation campaigns between the
17thand 19t centuries. For example, John Kellogg, of Kellogg’s cereal, believed
that “self-pollution” was an abominable crime. Kellogg spent his honeymoon
working on an anti-sex book and believed that masturbation caused fickle-
ness, mood swings, boldness, bad posture, stiff joints and a wicked fondness
for spicy food. Anti-masturbation activists submitted detailed patent applica-
tions for chastity belts, with descriptions of how to use them, and justifications
for their invention. There were also ads in medical journals for chastity belts
and other anti-masturbation instruments, like odd penis holders or rings.
These ads suggest that these devices became relatively, if briefly, popular -
both as a means of ensuring marital fidelity, and with those wanting to stop
young boys and girls from masturbating.

In the Contra Sexual Manifesto, Preciado writes that S&M sex toys are in-
struments of the anti-masturbation campaign that have been re-appropriated
and transferred to consensual sex. Now known as “toys”, they make visible
modern power dynamics and pleasure dynamics. Preciado reimagined the
dildo rather than rejecting the penis; here, rather than rejecting historical
means of sexual oppression, S&M scenes re-imagine them, reimagining and
redesigning the production of modern sexuality in the process. Katja Diefen-
bach writes that S&M neither relates to provocation nor liberation, rather it
symbolises “a subtraction from the social”, however, | contend that S&M could
be described as an intensification of the social, and a rejection of transcend-
ence?3, Benjamin Noys describes Preciado’s intoxication with testosterone in
the context of a “radicalised experience of immanence, an insertion within the
social bond to the maximum extent”24. This radical intensification also applies

22 M. G. E. Kelly, Foucault’s History of Sexuality: The Will to Knowledge. Edinburgh University
Press 2013, 36.

23 K. Diefenbach, “Post Porn Politics”, http://asset.soup.io/asset/0830/5175_b6ac.pdf, 25.

24 B. Noys, “Intoxication and Acceleration”, “Intoxication 2013”, 2.
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to Preciado’s description of prosthetics in the Contra Sexual Manifesto.

Preciado and Malabou both appear to believe in using the brain or body
at the point of its subjection. The brain has been used as an ideological tool, or
used to justify neoliberal organisation; but the brain is also the source of cre-
ativity and plasticity. The body is subject to various pharmacological interven-
tions: the Pill, testosterone supplements, Viagra, Prozac, estrogen, Ritalin, sil-
icone; so, for Preciado, the body must be re-appropriated, through drugs,
tools, habits and creative plasticity - both neuronal and somatic (bodily). Ul-
timately, both Malabou and Preciado seem to articulate the difficulty of recog-
nising transgressive, resistant or inventive power when it coincides so easily
with neoliberalism. Forms of western power are now often “softer” technolo-
gies, described by Preciado as “light, slimy and jelly technologies, of the inject-
able, inhalable and incorporable kind?5.” The body no longer exists in discipli-
nary spaces, rather the body has become one: forms of micro-control have be-
come indistinguishable from actual bodily processes.

Late capitalism now not only encompasses “difference” in its contempo-
rary totalising processes, it also subsumes transgression, often described as
“rebellion” or “revolution”. The phone company, “Three” used the tagline “A
Revolution is Coming” to advertise a new marketing campaign. Virgin adver-
tises credit cards with Sex Pistol slogans like, “Bring a Bit of Rebellion to Your
Wallet.” Gii advertise their chocolate desserts with slogans like, “Pleasure is
Everything” and “Break Free”. Thus the discourse of rebellion and transgres-
sion has been neutralised by contemporary capitalist consumerism. Accord-
ingly, Malabou’s emphasis on neuroplasticity, together with Preciado’s move-
ment from the performativity of language to the reappropriation of the body,
seems appropriate. Capitalist flexibility has saturated contemporary scientific
and consumerist discourses, but our bodies and brains are still “plastic”.

25 P, B. Preciado, “Pharmaco-Pornographic Politics: Towards a New Gender Ecology”, parallax
14,2008, 110.
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Forming disruptive new habits seems to be a way forward, together with re-
appropriating, rather than resisting, tools of our subjection or exploitation.

Works cited

K. Diefenbach, “Post Porn Politics”, http://asset.soup.io/asset/0830/5175_b6ac.pdf.

D. Haraway, “The Promises of Monsters: A Regenerative Politics for Inapproppri-
ate/d Others”, The Haraway Reader. Psychology Press 2004.

M. Kelly Foucault’s History of Sexuality: The Will to Knowledge. Edinburgh University
Press 2013, 36.

C. Malabou, What Should We Do With Our Brain. Fordham University Press 2008.

G.Moore & C. Howells, Stiegler and Technics. Edinburgh: Edinburgh University Press
2013.

B. Noys, “Intoxication and Acceleration”, “Intoxication 2013”, the University of Lon-
don Institute in Paris Postgraduate Conference (28 June 2013).

P. B. Preciado, “Pharmaco-Pornographic Politics: Towards a New Gender Ecology”,
parallax, 2008.

P. B. Preciado, Testo Junkie: Sex, Drugs and Biopolitics in the Pharmacopornographic
Era. The Feminist Press, CUNY 2013.

P. B. Preciado, The Contra Sexual Manifesto, extract, http://totalartjournal.com/ar-
chives/1402 /the-contra-sexual-manifesto/.

J. Robertson, “They Know You Buy Viagra And They Want To Sell You More”, Bloom-
berg, 2014, http://www.bloomberg.com/news/articles/2014-12-10/they-know-
you-buy-viagra-and-they-want-to-sell-you-more.

R. Schuman, Slate, “Radical Self-Care”, http://www.slate.com/articles/dou-
ble_x/doublex/2016/01/the_10_step_korean_skin_care_routine_is_a_radi-
cal_act_of _feminist_self care.html.

B. Stiegler, Etats de choc - Bétise et savoir au XXle siécle. Fayard 2012.

270


http://asset.soup.io/asset/0830/5175_b6ac.pdf
http://totalartjournal.com/archives/1402/the-contra-sexual-manifesto/
http://totalartjournal.com/archives/1402/the-contra-sexual-manifesto/
http://www.bloomberg.com/news/articles/2014-12-10/they-know-you-buy-viagra-and-they-want-to-sell-you-more
http://www.bloomberg.com/news/articles/2014-12-10/they-know-you-buy-viagra-and-they-want-to-sell-you-more
http://www.slate.com/articles/double_x/doublex/2016/01/the_10_step_korean_skin_care_routine_is_a_radical_act_of_feminist_self_care.html
http://www.slate.com/articles/double_x/doublex/2016/01/the_10_step_korean_skin_care_routine_is_a_radical_act_of_feminist_self_care.html
http://www.slate.com/articles/double_x/doublex/2016/01/the_10_step_korean_skin_care_routine_is_a_radical_act_of_feminist_self_care.html

TEXNH KAI BioAoriA
ART & BIOLOGY



Patricia Noronha

Fungi Decay as an Art Form

[Abstract] This bio art project, “Fungi decay as an art form” intends to use “Nature”, in the
form of living microorganisms, to create new forms of imagistic and metaphorical narratives.
These narratives can be framed in historic, social and political contexts and are presented in
the form of two short time lapse movies: “nature betrayal” and “bloody Mary”. The biological
destruction ability and aesthetics of fungi are intentionally used to induce the decay of easily
recognizable human culture symbols or artifacts, converting them in central art performers.
We intend to contribute to the discussion regarding the use of biological processes in con-
temporary art creation. The filamentous fungi manipulation, and acquiring images, was car-
ried out in microbiological controlled conditions at our Art-Laboratory in ITQB NOVA.

[Keywords] fungi, decay, bio art, biopaintings

I ntroduction. Fungi degradation of human possessions is commonly as-
sociated with destruction processes in which quality and beauty is lost!.
As often happens with common artifacts, fungi can jeopardize even the more
refined human creations. This damage is often linked with previous physical
destruction, either the result of deficient conservation of goods or of the dis-
card of individual belongings that let them neglected and exposed to natural
environment. This phenomenon can occur for countless reasons that range
from normal human activity to wars or natural catastrophes. In this work
the biological destruction ability of fungi is intentionally used, in controlled
laboratorial environment, to induce the decay of easily recognizable human
culture symbols or artifacts. Filamentous fungi have been chosen to be used

1 Credits: Photography by Eurico Melo and music specifically composed, for each movie, by
Abdul Moiméme.
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as an art tool. This choice is based on the aesthetics of their biologic patterns
and on the invasive characteristics of its growth.

The fungi gradually cover and/or destroy selected human constructions
that were incorporated in the growth medium. The mycelium expansion re-
sults in the modification and replacement of human creation images by im-
ages of fungi biological forms. At the end of the movies, we see that human
aesthetics is substituted by “nature” aesthetics. Fungi are in this way con-
verted in central art performers in the creation of a series of imagistic nar-
ratives. That appropriation and transformation, induced by the artist, re-
sulted in a new art form. While our previous bio art works explored micro-
organisms as an art instrument producing new patterns/colors induced by
the artist but in its final form determined by nature? here similar methods
are used in the destruction of man-made artifacts.

Time lapse movie “nature’s betrayal”. In the time lapse movie “Nature’s
Betrayal”, the sentence adapted from the original New Testament in Greek
(Ev &pyfi v 6 A6yog,kai 6 A6yog v tpdg TOV Bedv,kai 866 v 6 Adyog.), that
is usually translated in English as: “In the beginning was the Word, and the
Word was with God, and the Word was God"; is made gradually indecipher-
able by the action of fungi that, by the end, totally cover the original message.
Our choice of the first verse of the Gospel of John 1:1 as to be found on its
key meaning in the foundation of the occidental culture. The use of Greek
language was not of arbitrary choice. The original text was written in Greek

2 P. Noronha, “Biopaintings Produced by Filamentous Fungi”, Leonardo 49, 2016, 14-18. Pub-
lished with a time lapse movie created with images of filamentous fungi growth (title: life is
art) DO110.1162/LEON_a_00962. P. Noronha. “Yeast Biopaintings: Biofilms as an Art Instru-
ment”, Leonardo 44,2011, 38-42.D01:10.1162/LEON_a_00091. The time lapse movies can be
seen at https://youtu.be/8hAT_8y2wil and https://youtu.be/k5Fskph9wjA.
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image [above]. Sequential photographic frames used to construct the time lapse movie

“Nature’s Betrayal”.
and the interpretation of its message is partly lost in translations, namely
the substitution of “logos” by “word”. In Greek “logos” was used by philoso-
phers much before St. John’s Gospel. “Logos” stands by the “transmission of
knowledge” itself and the local where it occurs. Furthermore, according to
the use of “Logos” in Christian Bible’s, it can be interpreted as being of the
same “uncreated nature” or essence as “God the father of all things” with
whom it eternally exists.

In the Old Testament, the opening words of the Genesis: -0 “In the be-
ginning God created the heavens and the earth.... in the third day God created
the plants... God created every living thing...” Being the “Word” (logos), God
itself, and being “nature” a God’s creation, the deletion, by the fungi, of the
first Testament sentence, can be metaphorically considered as a “Nature’s
Betrayal” from one of God’s creation.
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image [above]. Sequential photographic frames used to construct the time lapse movie
“Bloody Mary”.

Time lapse movie “Bloody Mary”. In the time lapse movie “Bloody Mary”,
we can find an historic and epistemological relation with the first movie “Na-
ture’s Betrayal”. To create this narrative, a refined piece of lace, partially
tainted with “blood”, was used as the support material for fungi growth. The
production and use of laces and embroideries is very ancient in human out-
fits and traditionally related with vulnerability, refinement and beauty.
These kinds of artifacts can be found, with local variations all over the world.
In the beginning of the movie, the spectator will start to imagine that a his-
tory is hidden behind what is seen on the first images. After those “clean”
images, the fungus begins to grow as an attempt to hide some secret. The
interpretation and the reading of the performed film depend on each indi-
vidual cultural background and prior experiences. The artist shows only
part of the imagistic narrative and the public has to create in his mind a sub-
jective story: “What we can’t see is as significant as what we see”. Like in the
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first movie, the viewer is an active part of the work, which was firstly imag-
ined and constructed by the artist. By destroying the beauty produced by
man we can progressively see images of biological decay that is used here as
an instrument of transformation and appropriation as an art form.

The methodology to attain the final results is a fundamental part of all
creative process. The intention is to think about the pertinence of using bio-
logical processes in contemporary art creation. The use of microorganisms,
in bio art, can be considered a valuable aesthetic art instrument. While our
previous bio art constructs explored microorganisms as an art instrument
[1, 2], producing new patterns/colors induced by the artist and in its final
form determined by nature, here similar methods are used in the destruc-
tion of man-made cultural symbols or artifacts to create new forms of imag-
istic narratives.

Acknowledgements. This work was performed at the Microbiology of Man-
Made Environments Laboratory of iBET in Instituto de Tecnologia Quimica
e Bioldgica (ITQB-NOVA). I would like to thank Teresa Barreto Crespo for
advice and scientific support.
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Marie Mart Roijackers

Doing the Taboo:
Examining Affect and Participation in Bioart

[Abstract] This paper develops a theoretical framework for how the concepts of affect and
participation might enhance our understanding of bioart - an emerging art movement in
which artists engage with tools and materials on offer via biotechnology. Drawing principally
on a Deleuzian conceptualization of affect, I first explore how it allows us to understand bioart
experiences as an oscillation between a sense of activity and a sense of passivity in which
living beings can affect and simultaneously be affected by another body. Secondly, through
an engagement with mutaFelch (a bioart performance in which Adam Zaretsky deploys a DIY
adaptation of gene gun technology to create living paint), I follow Sedgwick and Tomkin’s
plea to examine affect as a manifold concept consisting of different and often overflowing
gradations (such as disgust, eroticism, and fear). This facilitates an insight into the specific
visceral mechanisms underlying any interaction between viewer, artist, and artificially con-
structed life. However, even though affect draws attention to a viewer’s involvement in a
work, it does not suggest issues of power that participation - both in theory and in practice -
inevitably brings forward. Thus, in order to reflect upon power issues inherent in every par-
ticipatory practice, I expand my affective reading of bioart by incorporating the concept of
participation. I conclude that by incorporating both the intimate realm of bodily experience
and a critical, theoretical approach that understands the power structure intrinsic in technol-
ogy, participation - both in theory as in practice - enhances our understanding of biotechnol-
ogies.

[Keywords] bioart, affect, disgust, eroticism and participation

Introduction. Adam Zaretsky’s mutaFelch performance involves the artis-
tic, biotechnological construction of a gene gun or biolistic particle delivery
system. Biolistics refers to a technique through which cells can be impreg-
nated by other biological molecules. In order to penetrate the cell walls, gold
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plated nanoparticles are coated with plasmid DNAL These micro-carriers
are accelerated to extreme speeds by a gene gun, which causes the DNA to
enter the cell membrane and genetically infect cells with foreign DNA. Since
this technology allows users to change a person’s genetic makeup simply by
aiming the barrel of the gun and firing, it raises numerous ethical concerns
regarding issues of informed consent and vital questions such as who is al-
lowed to tamper with life.

Works like mutaFelch apply tools and procedures from the Life Sciences
to artistic practice. According to bioart expert Robert Zwijnenberg, this
means that bioartists must also deal with the ethical issues, fears, hopes, and
desires that technologies like the gene gun often give rise to: “With the use
of biomaterials - tissue, blood, genes - in artworks, artists have taken on
board also the discourses and practices in the scientific lab. Bioart is the ar-
tistic outcome of the ways in which artists deal with living materials and life
science practices”?. In this way, works like mutaFelch can move beyond mere
factual information concerning biotechnological research and provide the
viewer with a visceral entry into the ethical issues that biotechnology gives
rise to.

In order to truly engage their audience and provide hands-on under-
standing of what takes place behind the closed walls of the lab, some artists
deploy participatory strategies. Zaretsky is one such bioartist: he confronts
his viewers with bioethical questions by “... helping them to do the taboo” 3.
Since I consider participation a vital element in an understanding of bioart,
[ decided to take part in Zaretsky’s performance: to situate myself within the

1 A. Zaretsky, “Genegun/Shotgun”, in: Imagining Science. exh., Alberta: Art Gallery of Alberta
2008, 2.

2 R. Zwijnenberg, “A Two-Headed Zebrafish: Some Personal Observations on the Relevance
and Urgency of Collaborations Between Art, Science and Technology”, Moebius Journal 1,
2012, 1.

3 A. Dumitriu, B. Farsides, Trust Me, I'm an Artist: Towards an Ethics of Art and Science Collab-
oration. Blurb Online Publishing 2014, 16.
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taboo rather then reflect upon it from a safe distance.

A problem immediately arose. While most historians adopt a distant,
contemplative attitude towards an artwork when theorizing it, how should
we theorize art that refuses such an attitude and instead addresses the
viewer as an active participant whose visceral responses seem to form an
integral part of the work? And if such an embodied recollection is indeed
what bioart is about, how might we frame this vis-d-vis the quotidian expec-
tations of a gallery-goer? Which concepts and which theorists are most help-
ful to us in our examination of bioart*?

Contemporary biotechnological practices like cloning, genetic modifica-
tion, and tissue engineering that have entered “...the intimate realm of bodily
experience”s present a paradox: when reflecting upon their ethical complex-
ity, we are both discussed object and discussing subject. Consequently, when
trying to adopt a distant and reflective approach by fixing these bodily issues
as mere theoretical issues, something seems to escape from the applied the-
ory: our own bodily reality®.

Since the premise of my argument is that a viewer’s embodied recollec-
tion forms an integral part of bioart, I will also recount my intimate, subjective
experience within the framework. Something happens to the viewer when in
the physical presence of artificially constructed life?. This material presence
evokes a visceral response that goes beyond existing frameworks. Drawing on
the concepts of affect and participation and wearing the hat of both theorist
and compliant participant, I make my involvement in Zaretsky’s mutaFelch an

4 This and other material in this paper are based on an earlier, unpublished Master’s Thesis:
M. Roijackers, Doing the Taboo: Examining Affect and Participation in Bioart. Master thesis for
the University of Leiden 2015, 3.

5 P. Brodwin (ed.), Biotechnology and Culture: Bodies, Anxieties, Ethics. Bloomington: Indiana
University Press 2000,1

6 ]. Butler, Bodies That Matter: On the Discursive Limits of “Sex”. London: Routledge 1993, ix.

7 R. Mitchell, Bioart and the Vitality of Media. Seattle: University of Washington Press 2010,
70.
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active element in my interpretation in order to do justice to the unique capac-
ity of bioart.

mutaFelch. mutaFelch is a two-hour-long lab-performance, which was held
in Kapelica Gallery in Ljubljana (Slovenia) on the 24th of November 2014.
The verb “felching” refers to the sexual act of sucking semen out of an anus
after intercourse and first appeared in scientific literature in Sex Changes by
the psychoanalyst Mark Blechner, who discusses “felching” as a sexual phe-
nomenon that marks the crossover between disgust and sexual excitements.
When considering the scientific aspect of the performance, we can say that
Zaretsky’s main goal was to mimic gene gun technology by shooting raw,
transgenic DNA soaked in gold nanoparticles into the nuclei of his own bod-
ily cells derived from his “shit, sperm and blood”. This was realized in three
stages: in the first stage, the transgenic DNA was constructed by mixing hu-
man and non-human elements (such as a piece of a goat’s head, sauerkraut
juice, and ear wax, as well as a living jelly fish and random animal teeth) in
a mixer and conducting a do-it-yourself DNA extraction procedure. The sec-
ond stage in the experiment was to “harvest” the sperm, blood, and shit from
Zaretsky’s body. The sperm had been obtained prior to the performance.
The blood was taken out of a vein in Zaretsky’s arm, and the E-coli was
gained by pumping a mixture of the blood and sperm into Zaretsky’s rectum
using a barrel pump. The “felch” mixture - which eventually left Zaretsky’s
body through his anal orifice - was collected and mixed with

8 M. Blechner, “Disgust, Desire, and Fascination: Psychoanalytic, Cultural, Historical, and Neu-
robiological Perspectives Commentary on Muriel Dimen’s Paper”, Studies in Gender and Sex-
uality 6, 2005, 33.
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and non-human
elements” in
mutaFelch, 2014,
Kapelica Gallery,
Ljubljana, image by
Miha Fras.

the raw DNA and gold nanoparticles and divided into several metal petri
dishes®.

In furtherance of the process, Zaretsky drills on the dishes with jack and
sledgehammers in order to set off the cell collision. According to the artist,
such speed and pressure is necessary so that the gold particles move fast
enough to break the inner and outer membranes of a cell. This allows the
raw DNA to impregnate the nuclei of his bodily cells.

Affect and the Suspension of Certainty. In order to develop a relevant ap-
proach to bioart, I draw upon the concept of affect, one of the mostimportant
concepts to subsume visceral experiences into theoretical reflection. At our
point of departure, we first need to try to assess what affect is and what it
does to our understanding of art.

According to the Oxford Dictionary, the term “affect” originally derives
from the Latin affectus, which means passion or emotion. When considering

9 M. Roijackers, Doing the Taboo: Examining Affect and Participation in Bioart, 19.
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its current use, affect refers to “...emotion or desire as influencing behav-
iour”10. The capacity to change a certain state of affairs - a change that can
only be felt and not be thought - is assumed to be central in affect!!. Subse-
quently, the term is often used interchangeably with feelings and emo-
tions?2. Gilles Deleuze provides us with an important corrective against such
a confused reading, claiming that affect should be rendered as a concept that
describes the pre-emotional state where a feeling is not yet owned by the
subject and therefore remains either an empty force or the “raw material”
that facilitates transformation?!3. According to Deleuze, it is this transforma-
tive capacity that distinguishes affect from feelings. Where having a feeling

10 http://www.oxforddictionaries.com/definition/english/affect#affect-3 (accessed
11/03/2015).

11 M. Roijackers, Doing the Taboo: Examining Affect and Participation in Bioart, 7.

12 E. Schouse, “Feeling, Emotion, Affect” M/C Journal 8, 2005, http://journal.media-cul-
ture.org.au/0512/03-shouse.php.

13 T. Baudoin, “A Season of Reading and Encounters with Affects”, in: T. Baudoin, F. Bergholtz
& V. Ziherl. Reading Feeling. Amsterdam: If I Can’t Dance, I Don’t Want To Be Part Of Your
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implies “...an evaluation of matter and its resistances”, which is only possible
from a subjective and thus fixed position, and which only has the capacity to
stimulate a “...physiological shift of sensory stimulation”14 within the evalu-
ating subject, affect has the capacity to change both the evaluator and the
evaluated matter by linking them in new ways?5. Affect is action at the ready.

Furthermore, Deleuze emphasizes an understanding of affect that ex-
tends beyond the individual human subject. Affects are not only transmittable
by humans. Objects - such as art - equally have the capacity to affect and be
affected?s. This seems difficult to apprehend, as our anthropocentric view of
life has rendered whatever does not belong to the subject as purified of affec-
tivity and hence able to be studied as a fixed and passive object!?. Such a no-
tion reveals how we identify activity with an individual intentionality and sug-
gests that elements that lack these qualities can only operate on a metaphori-
cal level!8. According to Deleuze, we need to part with these conceptions of
the subject that are based, consciously or not, on aesthetic biases: we are not
unified subjects but “individuated assemblages” that consist of both passive
and active affects. When our bodies engage with other bodies, objects, or en-
vironments, this has a profound effect on the speed of these affect, and any
interaction therefore fundamentally changes the previous constellation of our
being.

Deleuze goes on to note that “[w]e know nothing about a body until we
know what it can do, in other words, what its affects are, how they can or can-
not enter into composition with other affects, with the affects of another body,

Revolution 2013, 8.

14 E. van Alphen, “Affective Operations of Art and Literature”, RES 53-54, 2008, 24.

15 Massumi (2002) as quoted in Mitchell, Bioart and the Vitality of Media, 75.

16 G. Deleuze & F. Guattari, A Thousand Plateaus. London: Bloomsbury Academic 2013, 313.
17 A. Athanassoglou-Kallmyer, “Mediation”, in: R. Nelson (ed.) Critical Terms for Art History.
Chicago: The University of Chicago Press, 2003, 292.

18 E. van Alphen, “Affective Operations of Art and Literature”, 25.
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either to destroy that body or to be destroyed by it, either to exchange actions
and passions with it or to join with it in composing a more powerful body”1.
Affect can thus be seen as “...a form of intensity that facilitates an active trans-
formation of a state of affairs” and that at the same time forms an integral part
of that newly formed constellation?0. In this way, it renders all matter as agen-
tial, making the concept relevant in understanding why cultural objects such
as bioart can trigger such profound responses.

The media scholar Robert Mitchell provides us with a profound under-
standing and application of affect in relation to bioart. In Bioart and the Vitality
of Media (2010), Mitchell articulates an interdisciplinary theoretical position
from which he explores the specific character of bioart through “an embodied
understanding of media”?1. Drawing on a Deleuzian reading of affect that ren-
ders both objects and subjects as relational and agential elements within a dy-
namic system, Mitchell argues that one of the most important characteristics
of bioart is that it “...enable[s] an experience of simultaneous activity and pas-
sivity, encouraging in ‘spectators’ a bodily sense of becoming (sometimes un-
willing) participants and framing them as embodied parts of larger, dynamic
systems, of which neither they nor the artists are fully in control”22.

Such characteristics manifest in mutaFelch. As in most of Zaretsky’s work,
mutaFelch emphasizes the body of the viewer, who is invited to walk around
the laboratory setting and is thus addressed as an embodied element of the
work itself: every individual choice or movement determines the scope and
accordingly the meaning of the work23. Yet, as Mitchell aptly points out, the
viewer’s embodied capacities are also addressed in a more passive, uncontrol-

19 G. Deleuze & F. Guattari, A Thousand Plateaus, 300.
20 R. Mitchell, Bioart and the Vitality of Media, 76.
21 R. Mitchell, Bioart and the Vitality of Media, 15.
2z R. Mitchell, Bioart and the Vitality of Media, 73.
23 R. Mitchell, Bioart and the Vitality of Media, 71.
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lable manner. Since Zaretsky’s main goal is to create a hybrid organism by us-
ing DIY gene gun technology, a hypothetical chance exists that the viewer is
indeed exposed to transgenic bacteria. Whether the DNA finds its way through
the cell membranes of the E-coli (and the “felch” has indeed become trans-
genic) remains a mystery for the viewer; in contrast to laboratorial research,
nothing can be verified2+.

According to Zaretsky, the “... [bombarded] genes are in the raw isolated
DNA but not annealed to viral heads”25. So, although the raw, naked hybrid
DNA is introduced into the nucleus of the blood cells as well as through the
membranes of the hind gut bacterial microflora that is non-nucleated (as in
bacteria), as well as the sperm germline genetic payload, the question of effi-
cient transgene infection (into the anal microbiome, the blood cells, and the
human germline) is suspect?é. The petri dishes that usually reveal biological
processes are metal and therefore do not reveal any evidence of their internal
workings. They can be seen as black boxes where the output cannot be con-
trolled. This causes a feeling of uncertainty within the viewer, and poses ques-
tions as to whether he will be exposed to artificially engineered life or not, and
if there is a true risk of being infected or not. According to Mitchell, it is this
“suspension of certainty” that allows bioart to affect its viewers?2?. In this very
way, mutaFelch jolts our sense of reality and highlights that our bodies play
host to both known and unknown bacterial life forms. Our bodies are a multi-
species assemblage.

Visceral mechanisms. In order to understand the specific visceral mecha-
nisms underlying this participatory experience, I follow Eve Kosofsky Sedg-
wick and psychoanalyst Silvan Tomkin’s plea to examine affect as a manifold

24 R. Mitchell, Bioart and the Vitality of Media, 72.
25 Personal Correspondence with Adam Zaretsky, 14/03/2015.
26 Personal Correspondence with Adam Zaretsky, 14/03/2015.
27 R. Mitchell, Bioart and the Vitality of Media, 79.
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concept consisting of different and often overflowing gradations of disgust,
fear, and even eroticism?38. Since bioart indeed often evokes such visceral re-
sponses as repugnance and anxiety, a psychoanalytical evaluation allows us
to differentiate amongst various affects. In order to examine whether a differ-
entiated approach to affect can still provide us with a relevant reading of bio-
art, [ will focus on “... one of the most violent affects of the human perceptual
system”: disgust. According to Leon Kass, an American scientist and critic who
is known for his conservative take on bioethics, disgust is “...often the emo-
tional bearer of deep wisdom beyond reason’s power fully to articulate it"2.

Correspondingly, when we engage with bioartworks that employ con-
tested materials and instruments, “...we intuit and feel immediately and with-
out argument the violations of things we rightfully hold dear”30. According to
this view, disgust allows a viewer to experience these violations and thus
stimulates awareness of a “deep wisdom” that underlies our rational capabil-
ities. Disgust can thus be seen as a subconscious and visceral choice to refuse
an object or situation.

The point of the performance when Zaretsky harvested his own body in
order to engage the “felch” materials was deeply disturbing for viewers. By
extracting blood or pumping the felch into his body, Zaretsky was taking ma-
terials out that should have been in, and injecting materials in that should have
been out (figure 4)31. According to the psychoanalyst Julia Kristeva, bodily flu-
ids such as feces and semen provoke disgust because of the subject’s inability
to accept the materiality of his body, since bodily leakage proves the potenti-
ality of the subject’s mortality32. By taking these materials out and

28 T. Baudoin, “A Season of Reading and Encounters with Affects”, 13.

29 L. Kass (1997) as quoted in: Bioart and the Vitality of Media, 74.

30 L. Kass (1997) as quoted in: Bioart and the Vitality of Media, 74.

31 M. Roijackers, Doing the Taboo: Examining Affect and Participation in Bioart, 24.

32 ]. Kristeva, Powers of Horror, trans. L. S. Roudiez. New York: Columbia University Press
1982, 3.
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putting them back in, Zaretsky destabilized his own bodily boundaries. And
as he poured the “felch” into different metal petri dishes, his body no longer
functioned as an enclosed unity but instead became more defragmented.
The fluidity of Zaretsky’s bodily boundaries made the presence of his body
overwhelmingly close to viewers, framing us as involuntary voyeurs. Sud-
denly, this boundary-less body invaded the viewer’s safe, contemplative
space, and there was no escape; the viewer was drawn into something he
had no desire to be a part of33. Philosopher Winifried Menninghaus believes
that this experience of “unwanted nearness” or “intrusive presence” of the
disgusting body marks the fundamental mechanism of disgust34. Disgust
thus destabilizes boundaries between the viewer and the artist, and accord-
ing to Zaretsky, “[w]e need this fluctuating gradient of nausea and rejection
to arrive at the limits of our cognitive ability...”35.

Sara Ahmed holds that such a rejection of the other body is not absolute.

33 M. Roijackers, Doing the Taboo: Examining Affect and Participation in Bioart, 24.

34 W. Menninghaus, Disgust: The Theory and History of a Strong Sensation. New York: State
University of New York Press 2003, 1.

35 A. Zaretksy, “Reading Through Embryologist’s Eyes”, (PhD diss., Rensselaer Polytechnic In-
stitute New York, 2012), 55.
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As she claims in The Cultural Politics of Emotion, “...to be disgusted is to be
affected by what one has rejected”3¢. In an attempt to answer the question

of what it means to designate something as disgusting, Ahmed argues that
disgust is an ambivalent concept, since it also involves both the urge to pull
away as well as a (sexual) desire and attraction. While a confrontation with
a disgusting object is repulsive, there is nonetheless something within that
object or person that captures our attention. She describes this paradoxical
mechanism: “...as if our bodies were thinking for us” and at the same time
being drawn towards the thing that disgusts, a force that “...opens [our bod-
ies] up to the bodies of others”37. This “opening up” results in a linkage be-
tween a disgusting element and a disgusted subject, a linkage that destabi-
lizes the boundary between them and therefore explains why an encounter
with disgust can feel like involuntarily closeness. According to Ahmed, the
experience of being disgusted may feel like an offence to bodily space in gen-
eral, since the boundaries that protect us from the disgusting object no

36 S. Ahmed, The Cultural Politics of Emotion. Edinburgh: Edinburgh University Press 2004,
86.
37 S. Ahmed, The Cultural Politics of Emotion, 86.
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longer seem sufficient3s.

In order to probe more deeply into the erotic aspect of disgust, I turn to
a philosopher whose theories and poetry are imbued with a desire “...to
bring all phenomena down to the same level of direct physical experience”3?
and who has re-established the concept of eroticism within philosophical
discourse: Georges Bataille. In Death and Sensuality, he approaches the
erotic as the desire to move beyond the limits of our subjectivity. Within the
erotic, he continues, “...the being consciously calls his own existence in [to]
question”#?, By deliberately losing himself within erotic affect, a subject
identifies himself with the desired object and thus loses his sense of self. We
can thus read Bataille’s eroticism as a force that “...destroy|[s] the self-con-
tained character of the participators as they are in their normal lives” by
which he understands the culturally accepted state that is drenched with
moral codes and taboos, and in which the rational self reins*l. We can in this
way allege that Bataille’s eroticism breaks down established patterns that
are installed to separate one individual from another+2.

Within mutaFelch, eroticism seems a constant motif that Zaretsky calls
upon to reconcile the tension between art and science. He claims, for in-
stance, that the biolistic experiment that the work embodies should be con-
sidered as a new reproduction technology, or “some kind of fucking”43:

When you are making a transgenic organism, you are actually
injecting genes that reproduce later on, multiple generational
reproductions. This is like a biological definition of sex. I like to

38 S. Ahmed, The Cultural Politics of Emotion, 86.

39 M. Hudson, “Try to See it My Way..”, The Guardian, 23/04/2006,
http://www.theguardian.com/artanddesign/2006/apr/23/art (16/06/2015).

40 G. Bataille, Death and Sensuality: A Study of Eroticism and the Taboo. New York: Walker and
Company 1962, 31.

41 G. Bataille, Death and Sensuality: A Study of Eroticism and the Taboo, 17.

42 G. Bataille, Death and Sensuality: A Study of Eroticism and the Taboo, 18.

43 Personal Correspondence with Adam Zaretsky, 22/11/2014.
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look into what the desire is behind the techno-sexual process. If
you get the genes into an organism, and get the genes into the
organism’s kids, you are fucking the organism#4.

Even without this textual reference, Zaretsky’s gestures and facial ex-
pressions and costume - a lab coat consisting of two holes through which
his naked stomach and buttocks are visible - immediately raises an erotic
connotation. Furthermore, his gestures and facial expressions, like his pro-
truding tongue whenever he says something provocative, his shameless flir-
tatiousness towards some members of the audience, and the excessive
sweat dripping from his forehead, seem to confront the viewer with his
erotic excitement. In so doing, Zaretsky urges us to draw a linkage between
eroticism and science, a relationship that he believes is less dichotomous
than it might seem. By drawing science back into the orbit of “desire”45, or
the erotic, Zaretsky seems to strip the biotechnological reproduction proce-
dure from core scientific values like utility, objectivity, and cleanliness, and
instead places it within the realm of life itself.

Bataille argues that the process of stripping something naked (or naked-
ness in general) can be considered as “...a state of communication revealing
a quest for a possible continuance of being beyond the confines of the self”4s.
“Being beyond the self” expands our self-awareness by including the taboo
and urges that we typically consider as characteristic of all life but our own.
Bataille argues that it is within this state of nakedness or bodily openness
that we gain a feeling of obscenity: “our name for the uneasiness which up-
sets the physical state associated with self-possession, with the possession

44 A. Zaretsky, “VASTAL: Vivoarts School Travel Fund”, https://www.indiegogo.com/pro-
jects/vastal-vivoarts-school-travel-fund (15/04/2015).

45 E. Kosofsky Sedgwick, Between Men: English Literature and Male Homosocial Desire. New
York: Columbia University Press 1985, 1.

46 G. Bataille, Eroticism. London: Marion Boyars Publishers 1987, 9.
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of arecognized and stable individuality”4’. Thus, by showing both the naked-
ness of his body and revealing the naked essence of gene gun technology,
Zaretsky deliberately evokes the obscene, causing the viewer to suddenly
find himself within a prolonged experience of the taboo in which he can no
longer rely on his familiar attitude towards art. And it is exactly this area of
the taboo where Zaretsky wants his audience to be.

Rethinking Innocence in Participation. Bioart can evoke a bodily reality
within the viewer that ventures beyond a mere theoretical engagement with
biotechnological issues*8. According to such a reading, participation can be
seen as an educational tool to provide people with hands-on knowledge of is-
sues. And yet, at the same time, participation is and will always be about the
sharing of power and its potential abuse - and as for all power structures, par-
ticipation should not be accepted as a good in itself, but should be critically
interrogated. Therefore, I intend to bring two concepts not generally dis-
cussed in tandem, participation and bioart, into conversation.

I begin by interrogating if and how participation might prove to be a
helpful concept in relation to art. Within the traditional relationship be-
tween art and the viewer, there exists a clear boundary. One could even say
that the relationship is hierarchal in nature in the sense that the work or
performer acts upon or affects the passive viewer. Throughout the second
half of the 20th century, several art movements - such as Relational Art, Lit-
toral Art, and Participatory Art - proliferated in order to destroy these pre-
scribed roles and boundaries by aiming for a democratization of spectator-
ship#9.

Within her article “Antagonism and Relational Aesthetics”, art historian

47 G. Batalille, Eroticism, 18.

48 R. Zwijnenberg, “Biotechnology, Human Dignity and the Importance of Art”, in: Teoria: Re-
vista di Filosofia fondata da Vittorio Sainati XXXIV, 2014, 140.

49 M. Roijackers, Doing the Taboo: Examining Affect and Participation in Bioart, 32.

291



Claire Bishop discusses the work of New York-based artist Rirkrit Tiravanija
(1961), who is known to “...privili[ge] intersubjective relations over de-
tached opticality”s°. In Untitled (Still) (1992), which was performed in Gal-
lery 303 in New York, Tiravanija renegotiated traditional roles and rela-
tions: all the elements that Tiravanija had found in the gallery’s invisible
places such as the storeroom and the office space were redistributed within
the public area. Furthermore, Tiravanija used the gallery space to cook cur-
ries, which were served to the audience. In Untitled (Still), participation con-
sists of the viewer being able to be physically present within the work by
sitting down and eating the food. According to Bishop, it was “...this involve-
ment of the audience [that was] the main focus of his work: the food is buta
means to allow a convivial relationship between audience and artist to de-
velop”sl. However, Bishop argues that the artist has already predetermined
the participatory possibilities. She notes: “Tiravanija insists that the viewer
be physically present in a particular situation at a particular time - eating
the food that he cooks, alongside other visitors in a communal situation”52.
In order to gain a better understanding of the complexity that this form
of participation brings to bear, Bishop refers to Nicolas Bourriaud’s rela-
tional aesthetics, a notion that draws attention to the sociable capacity of art.
According to Bourriaud, the interactivity between the artist and the viewer
produces new relationships53, and thus exceeds an understanding of the ex-
perience of art as an “...optical contemplation of an object, which is assumed
to be passive and disengaged”5*. Instead of operating only on a symbolic
level, the work is capable of actually producing new relationshipsss. Bour-
riaud considers every dialogical activity as a democratic act that is therefore

50 C. Bishop, “Antagonism and Relational Aesthetics”, OCTOBER 110, 2004, 61.
51 C. Bishop, “Antagonism and Relational Aesthetics”, 56.
52 C. Bishop, “Antagonism and Relational Aesthetics”, 61.
53 C. Bishop, “Antagonism and Relational Aesthetics”, 63.
54 C. Bishop, “Antagonism and Relational Aesthetics”, 62.
55 C. Bishop, “Antagonism and Relational Aesthetics”, 64.
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automatically rendered as positive. We should therefore not only judge par-
ticipatory works on their aesthetic qualities but also according to their
newly produced relationships. What Bourriaud seems to advocate is that the
encounter between the elements is of greater importance than the individ-
uals initiate them. And yet Bishop rightly questions what “democracy” can
mean when one fails to question the nature of these newly formed relation-
ships. For instance, the question for whom Tiravanija cooks is of lesser im-
portance to Bourriaud than the fact that he gives away the results of his
cooking for free. By pointing out that the quality of these relationships (are
they, for instance, oppressive?) is never called into question within rela-
tional aesthetics>¢, Bishop demonstrates that participation should never be
taken for granted and should always be examined in the light of its possible
political implications. Or, as Jeremy Till, professor of Architecture at the Uni-
versity of Sheffield, has pointed out, the neutral use of participation “cre-
ate[s] a veneer of worthiness; but if you scratch the surface, critical interro-
gations of what is at stake are strikingly absent”5.

Participation in mutaFelch. Within most of Zaretsky’'s works, audience par-
ticipation plays a central part. In his Transgenic Pheasant Embryo Lab, Za-
retsky adopted a hands-on approach, allowing his viewers to create trans-
genic pheasant embryos by injecting the embryos with plasmid DNA. The par-
ticipants, of whom most had never entered a lab before, were invited to wear
white coats and rubber gloves and to use the tools and procedures customary
within the Life Sciences. Embryos are not considered as living since they can-
not sustain life independently, so these experiments were completely within

56 C. Bishop, “Antagonism and Relational Aesthetics”, 65.
57 Till as quoted in M. Miessen, The Nightmare of Participation. New York: Sternberg Press
2010, 33.
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the bounds of science ethics®8. However, in order to sustain these legal activi-
ties, the embryos had to be killed before their eggs had hatched. For this, Za-
retsky offered several “killing techniques” that are not routine within labora-
tories, such as putting the embryo to sleep with valium or performing a ritual
sacrifice>°.

By introducing these quasi-religious elements, which emphasized an un-
expected sacrificial dimension within the scientific process, Zaretsky prob-
lematized the familiar methodology of science. Suddenly, the comfortable
space of objectivity and neutrality that is usually expected from the lab was
disrupted by intense sensations of horror and guilt. According to Robert
Zwijnenberg, participation in Zaretsky’s work can be considered as a form of
education that exceeds other, more traditional educational programmes®0. By
providing participants with hands-on experiences of “ethical judgements and
action”, Zaretsky potentially raises awareness of the ethical complexity that
bioethical issues bring forwardé.

However, there seems to be more at stake when considering participation
in Zaretsky’s projects. When asked to donate an element in the blender, or to
participate in the process of harvesting Zaretsky’s bodily fluids, “... most peo-
ple [...] will do it, whilst wondering if they should”s2. Philosopher David
Koepsell, who performed as a member of the ethical committee of the Trust
Me, I'm an Artist series, argues that this is due to the fact that an artist always

58 R. Zwijnenberg, “A Two-Headed Zebrafish: Some Personal Observations on the Relevance
and Urgency of Collaborations Between Art, Science and Technology”, 10.

59 R. Debatty, “Dangerous Liaisons and Other Stories of Transgenic Pheasant Embryology”,
07/01/ 2009, http://we-make-money-not-art.com/archives/2009/01/-yes-its-true-
im.php#.VXgl_VztlBc (10/06/2015).

60 R. Zwijnenberg, “A Two-Headed Zebrafish. Some Personal Observations on the Relevance
and Urgency of Collaborations Between Art, Science and Technology”, 10.

61 R. Zwijnenberg, “A Two-Headed Zebrafish. Some Personal Observations on the Relevance
and Urgency of Collaborations Between Art, Science and Technology”, 10.

62 A. Dumitriu & B. Farsides, Trust Me, I'm an Artist: Towards an Ethics of Art and Science
Collaboration, 16.
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possesses a certain authority and esteem. He claims that an artist “... with or
without the white coat, but especially with, is proclaiming some sort of au-
thority that has a danger for the subjects, the human canvasses that he intends
to use will... look at him as an authority and he has the duty because of that
authority (just as a scientist would) to properly measure the risks, to weigh
the benefits and to properly inform”63,

Zaretsky neglects this duty since, rather than informing his audience, he
deliberately keeps them in the dark. Due to the fact that none of his scientific
claims can be verified and that all knowledge is presented in an obscene, dis-
gusting, or fearful guise, the participants remain ignorant and confused
throughout the entire performance. By obscuring the process (scientific or
otherwise), Zaretsky establishes a hierarchical relationship between artist
and viewer - only Zaretsky can distinguish between what is true and what is
fictional, what is dangerous and what is harmless, what is art and what is po-
tentially a con. Due to inevitable ignorance, the participant depends on, and
will likely obey, the artist’s instructions.

Since an understanding of bioart calls for a tangible encounter with issues
thataddress both the subjective and embodied nature of the viewer, I sought an
in situ encounter with mutaFelch, and therefore incorporate first person
thoughts and observations collected during my participatory experience.

Prior to the performance, Zaretsky had detailed the options of participa-
tion: I could either assist in extracting the E-coli cells from his body by pumping
the mixture of sperm and blood into his rectum, or I could perform as a human
canvas and allow him to paint over my forehead with his newfound medium. I
could either choose to be active - the one who shoots - or to be passive and be
shot. I felt so repelled by the first option that it seemed as if my entire body were
saying “no.” The act of publicly penetrating somebody with a tube is commonly
associated with a sexual context, and thus sexual connotations come readily to

63 A. Dumitriu & B. Farsides, Trust Me, I'm an Artist: Towards an Ethics of Art and Science
Collaboration, 19.
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mind. For all I knew, it might give him some kind of pleasure. On the other hand,
the second option, aside from being disgusting and unhygienic, would trans-
form me into an “... object of medical curiosity”¢4. The viewers would witness
how both my body and psychological state would be affected by the felch. I con-
fronted Zaretsky with my objections, and together, we decided on an act of rec-
iprocity in which [ would first “paint” him by placing a stamp on his forehead,
after which he would repeat the act.

As soon as | felt the liquid on my forehead, uncertainty took hold of me.
What ifI could not trust this man standing in front of me at such close quarters,
wearing only a lab coat that revealed his naked stomach and arse? What if he
desired to hurt me? What if he wanted to use my body as an object on which he
could conduct his biotechnological experiment? My skin, which usually protects
“me” from what is “not me,” suddenly felt very thin —-porous, even. Far from feel-
ing a mutual exchange or as an act of reciprocity,

[ instead felt in need of new boundaries for defining who I was and who the
other was®s.

Through my personal, intimate, and embodied encounter with mutaFelch,
[ experienced an ontological vacuum in which my profound uncertainty and ig-
norance made me vulnerable for Zaretsky’s authority. Yet, at the same time, by
making such abuse and exploitation palpable - by unmasking science’s rhetoric
and revealing how all power structures are mechanisms of exploitation and
degradation - he allows us to truly experience how vulnerable we feel when our
bodies are at stake. As such, participation in mutaFelch - both in theory and in
practice - has the potential to enhance an understanding of biotechnological is-
sues by incorporating both the intimacy of bodily experience and a critical, the-
oretical approach that understands the power structure inherent in technology.

64 [. Melkonyan, “#8.Medical Technology Series_Psychoactive Pills”", 20/04/2015,
http://www.bioartira.com/8-medical-technology-series_psychoactive-pills/ (06/06/2015).
65 M. Roijackers, Doing the Taboo: Examining Affect and Participation in Bioart, 40.
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Conclusion. My theoretical framework identifies various conceptions of af-
fect and participation that enhance our understanding of bioart, which al-
lows its viewers a visceral experience of bioethical issues. | have argued that
participation forms a vital element in an understanding of such work, and
therefore made my involvement in Zaretsky’s mutaFelch an active element
in my interpretation in order to do justice to the unique capacity of bioart.
A Deleuzian conception of affect assists us in appreciating how the con-
cept renders both viewer and art object as dynamic elements that both have
the capacity to at once affect and be affected®é. Since affect renders all matter
as agential, the concept allows us to read artworks in ways that exceed their
inanimate object status. Affect is therefore capable of triggering profound
responses within the viewer. In this way, the how of affect is relevant in un-
derstanding why cultural objects such as bioart can trigger such profound
responses. In contrast to laboratorial research in which all knowledge can
be verified, mutaFelch operates as a black box of which the output cannot be

66 R. Mitchell, Bioart and the Vitality of Media, 76.
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controlled. The viewer is left in the dark concerning whether he will be ex-
posed to artificially engineered life or not, and if there is a true risk of being
infected or not. Mitchell underlines that it is this suspension of certainty that
allows bioart to evoke a sense of reality that draws the viewer into relational
complexity and, by so doing, transforms the viewer into an embodied site of
both known and unknown bacterial life forms.

Following Tomkins’ and Sedgwick’s approach of affect as a manifold
concepté’, | maintain that a psychoanalytical addition of affect enhances our
understanding of how bioart evokes different, and often overlapping, affects
like repugnance and eroticism and how being in the presence of something
that lives can renegotiate relationships between viewer and artwork, be-
tween subject and object, and between self and other.

In shifting my focus from affect to the concept of participation, 1 have
argued that even though affect draws attention to the viewer’s involvedness
within the work, it does not suggestissues of power that participation - both
in theory and in practice - inevitably bring forward. In this way, [ have chal-
lenged the concept’s apparent innocence by revealing how most participa-
tory options in art are predetermined by the artist and have therefore estab-
lished relationships between people that should not be taken for granted but
should instead be examined for possible political implications.

The concept of participation vis-a-vis mutaFelch has served to under-
score how Zaretsky’s performances unmask techno-scientific power struc-
tures by obscuring the scientific process and presenting it in an obscene and
disgusting guise. My personal involvement in mutaFelch demonstrates how
an intimate encounter with biotechnology can evoke a vacuum of ontologi-
cal instability in which, due to uncertainty and ignorance, the participant be-

67 E. Sedgwick & A. Frank, “Shame in the Cybernetic Fold: Reading Silvan Tomkins”, in: Touch-
ing Feeling: Affect, Pedagogy, Performativity. London: Duke University Press 2003, 514.
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comes vulnerable to Zaretsky’s authority. By incorporating both the inti-
mate realm of bodily experience and a critical, theoretical approach that un-
derstands the power structure inherent in technology, participation en-
hances and augments our understanding of biotechnologies.
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Jessica Donato

Bioart under the Lens of a Kantian Microscope

[Abstract] What happens when artists leave their studios in order to step into sci-
entific laboratories where materials like blood, tissues, cells, genes become a new
palette for their artistic creations? The loose and generic term “bioart” tries to label
this new artistic tendency as an intimate relation and interaction with bioscience
and life manipulation.

[ am interested in exploring and understanding in which terms it is possible to
experience biotechnology through the arts. Is there some space for an aesthetic ex-
perience of this intriguing mingling?

Some instances of art engaging with genetic manipulation, tissue culture engi-
neering, or synthetic biology are the subject matters I will critically investigate,
drawing on Kant’s account on art, elaborated in the third Critique. Kant is one of the
key thinkers who influenced the “eighteenth century definition of ‘aesthetics’ as sen-
suous, intuitive, individual and unrepeatable as contrasted with ‘logic’ which is con-
ceptual, rationale, generalizable and subject to strict and invariant rules of correct-
ness”L This legacy, still today, informs and constitutes the terrain where art and sci-
ence are categorised as two diametrically opposite disciplines.

Prompted by this tension, I will offer a fresh interpretation of some Kant’s cru-
cial ideas on art; specifically focusing on the act of artistic creation and on what the
product of this creation does, namely, expressing aesthetic ideas. I will engage with
these philosophical problems to propose an artistic and aesthetic dimension in
which bioart may orbit.

Under this lens, I will scrutinise artworks such as Victimless Leather, by Tissue
Culture and Art Project, Natural History of the Enigma by Eduardo Kac and Pigeon
d’Or by Revital Cohen and Tuur Van Balen in order to demonstrate how the aesthetic
judgment of these artworks can be significantly shaped on how they embody their
multiple meanings through the indirect presentation of ideas in sensible form. [ will

1 H. G. Blocker, Philosophy of Art. New York: Charles Scribner’s Sons 1979, 182.
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argue, in fact, that bioart can be aesthetically mediated by dint of a feeling that in-
volves one’s cognition and imagination. An intensity felt that cannot be communi-
cated by a determinate concept nor by a fixed message, but that carries with it the
force to hit people’s gut and mind. An intensity that, echoing Kant’s thoughts and
reasoning, I will describe as “synthetic feeling of life”, entangling the visceral con-
nections between bioart and life.

This component of radical indeterminacy, spliced with life itself, becomes all
the more compelling and fascinating when merging with the problematic issues re-
lated to the latest advances in biotechnologies and their social, ethical, political and
moral implications. The physical encounter with the materiality and the liveliness
of bioart brings science outside the environmental norm of a lab, providing a pro-
vocative platform where the complexity of the matter can be experienced from an
artistic and aesthetic angle.

[Keywords] Bioart, Kant's theory of art, Contemporary Aesthetics, Genetic manip-
ulation, Synthetic biology, Tissue Culture Engineering

The artist is the one who liberates a life, a powerful life,
a life that is more than personal, it is not his/her life.

Gilles Deleuze

I s Art playing with Science? In order to delve into a realm made of biol-
ogy, art and life designing, [ want to introduce my first case study, giving
a particular emphasis to the procedure employed to create it.

Edunia, the protagonist of a more composite artwork named Natural
History of the Enigma, is a genetically modified flower, specifically a petunia,
designed and brought to life by the artist Eduardo Kac.

Kac worked in a laboratory with the assistance and the collaboration of
specialized molecular biologists, which helped him in the creation of this
“plantimal”?, as the artist defines it, in virtue of the hybridization between
the plant and the animal, that is between the flower and the human DNA.

Kac’s gene is expressed exclusively in the red colour of the petals’ vas-
cular system, which means that the human gene is active and it produces

2 E. Kac, “Bio Art: From Genesis to Natural History of the Enigma”, in: O. Grau (ed.), Imagery
in the 21 Century. Cambridge, MA, London: MIT Press 2011, 57-80, 71.
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proteins in all the cells of the red veins visible on the light rose petals of the
flower. This sophisticated process of genetic manipulation, happening at the
molecular level, had a long period of gestation and the technique was devel-
oped and realised from 2003 to 2008.

In order to choose the gene, that would later be inserted into the petunia
chromosome, Kac —and his team of experts— started from a common sample
of his blood. Literally, then, the human element, which became an integral
part of the plant, comes from Kac’s blood, from his veins.

The gene that has been selected and isolated from Kac’s DNA, derived
from his blood, is part of the immune system, which is the “complex system
that is responsible for distinguishing a person from everything foreign to
him or her and for protecting his or her body against infections and foreign
substances”3. Specifically, they identify the protein-coding sequence for the
immunoglobulin G (IgG)*, the most common antibody produced in our bod-
ies. Once having isolated and sequenced this IgG fragment, the latter has
been cloned and then recombined with a promoter and also with a GUS re-
porter gene. The promoter is a double stranded DNA virus® that limits the
expression of Kac's gene only in the plant’s vascular system, inhibiting its
activity in all the other cells. While the GUS reporter gene has the function of
detecting and confirming this exclusive expression through the production
of an enzyme (beta gluconidase).

This assemblage of manipulated genetic information is completed by
the insertion of an antibiotic resistance gene that will guarantee the survival
of the DNA altered petunia’s cells in the moment of culture. In order to inte-
grate the chimeric gene into the plant’s chromosome, bacteria come into
play. In fact they can, in the first place, accept into their cells the plasmid

3 Webster’s New World Medical Dictionary. Hoboken, NJ: Wiley Publishing 32008, 215.

4 Immunoglobulin G: a class of immunoglobulins found in all body fluids. They are the small-
est but most common antibodies (75 percent to 80 per- cent) in the body. Abbreviated IgG.
IgG antibodies are very important in fighting bacterial and viral infections. IgG antibodies are
the only type of antibody that can cross the placenta in a pregnant woman to help the fetus.
Definition from ibidem.

5 To be precise the promoter is the Professor Neil Olszewski’s CoYMV (Commelina Yellow
Mottle Virus). Professor Olszewski is in the Dipartment of Plant Biology at the University of
Minnesota, St. Paul.
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containing the made-up gene and, afterwards, they can transfer it into the
plant’s cells. So, in a petri dish, a petunia cut leaf has been exposed to these
transgenic bacteria allowing them to deliver the genetic information they
carry into the leaf’s cells.

Since not all the leaf cells integrate the chimeric gene, exposing them to
an antibiotic medium will necessarily kill all those without it (because they
don’t contain the antibiotic resistance gene). The remaining cells, with a
new, altered gene pool, have therefore been allowed to grow and multiply
and after three months, the plantimal bloomed, carrying the artist’s IgG gene
in its chromosome but expressing it solely in the petals’ red veins.

Therefore, the petunia, not only accepted a fragment of a foreign species
DNA -namely human DNA- housing it in its own genome, but it also uses
that foreign genetic information in order to perform some of its living func-
tions — namely the red expression in its vascular system.

Kac invented also a new name for this plantimal, which mingles his own
human identity, being Eduardo, with the plant own identity, being a petunia.
Applying a sort of hybridisation technique, occurring, in this case, not at the
molecular level but at a linguistic one, the new name Edunia comes from the
fusion between the artist’s forename Eduardo and the flower’s genus petu-
nia.

As a result of such a detailed scientific account, when confronted with
works like Edunia the first question that one might ask is: is it science? Is it
art? Or is it just art playing with science?

The Kantian reasoning on art problematizes this question even more,
because Kant refers to science as a counterpoint in order to define fine art.
At the beginning of his enquiry on fine art, in fact, he distinguishes these two
fields on the basis of a pivotal difference in the process of making. He makes
the example of Newton stating that he “could show how he took all the steps
he had to take in order to get from the first element of geometry to his great
and profound discoveries; he could show this not only to himself but to eve-
ryone else as well, in an intuitive[ly clear] way, allowing others to follow”s.

6 . Kant, Critique of Judgment, trans. from German W. S. Pluhar. Cambridge: Hackett 1987;
originally published as Kritik der Urtheilskraft. Berlin and Libau: Ben Lagarde und Friederich,
1790; sec. 47, p. 176, Ak. 309.
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Since I explained the procedure used to create Edunia following this ex-
act rational scheme, does it mean that, from the Kantian perspective, it has
to be ascribed within the domain of science and therefore it cannot be aes-
thetically judged?

In Kant’s opinion, while a scientist is able to rationally explain all the
definite rules and the determinate stages he requires in order to arrive to
his final discovery, an artist cannot give a precise account of how he creates
his artwork simply because “he himself does not know”7.

There is an evident tension between a component of radical indetermi-
nacy, belonging to the creation in art, and a set of determinate rules regulat-
ing the process of creation in science.

This tension, nevertheless, does not mean that an artist creates simply
by chance or at the mercy of a supernatural power. The crucial and funda-
mental role attributed to the well-known notion of genius 8 is not sufficient
either. For Kant, an artist has to be acquainted with mechanical rules - be-
longing to the discipline he engages with — in order to give sensible form to
his ideas and intuitions®. In fact, “genius can only provide rich material for
producing fine art; processing this material and giving it form requires a tal-
ent that is academically trained”19.

So what if one considers the process of genetic manipulation employed
to create Edunia as the academic training necessary for the artistic creation?
What if instead of “correctness and richness of language, as well as prosody
and meter”!! one substitutes “a correct use of gene sequencing, plasmids and
bacteria”?

7 1. Kant, Critique of Judgment, sec. 47, p. 177, Ak. 310.

8Genius, in the Kantian analysis, has a crucial connotation as “the talent” and “the innate men-
tal predisposition (ingenium) through which nature gives the rules to art”. Most of his inves-
tigation about fine art turns around this notion, which contributes to generate that compo-
nent of radical indeterminacy permeating the act of artistic creation. I. Kant, Critique of Judg-
ment, sec. 46, p.174, Ak. 307 (emphasis in original).

9 Kant makes the example of poetry arguing that a poet has to know how to use the language,
together with poetic processes and method, in order to create a poem. He defines those con-
straints as “correctness and richness of language, as well as prosody and meter”; I. Kant, Cri-
tique of Judgment, sec. 43, p. 171, Ak. 304.

10 . Kant, Critique of Judgment, sec. 47, p. 178, Ak. 310.

11 1. Kant, Critique of Judgment, sec. 43, p. 171, Ak. 304.
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The fact of becoming familiar with a specific scientific technique gives
the possibility to an artists to shape his ideas — and materialise them in a
sensible form - in a way that is adequate to the concept which is driving his
intentions. In fact, if understood within this Kantian logic, genetic manipula-
tion can become a sort of scaffolding where aesthetic ideas are located. It
can jump outside the laboratory, transcending its scientific aims and being
relocated in an artistic context.

[t is exactly this intrinsic aspect that [ would like to underline. Instead
of splitting the act of creation into two separate horizons; that one of the
intellectual or conceptual idea and that one of the practical execution, in
Edunia and my other cases study, these two horizons are inextricably entan-
gled. The process of making reacquires a decisive importance, not only in
the moment of creation but also in the character that it instils in the work
created, and therefore in the ways the artwork is perceived, mediated and
judged. After Duchamp and the readymade, the artistic practice has experi-
enced a process of progressive dematerialisation!2. Not to mention the con-
tribution that conceptual art brought to this process!3. Works like Edunia,
Pigeon d’Or or Victimless Leather, which [ will discuss later in the text, bring
back an emphasis on both the mechanical and imaginative nature of the cre-
ative act.

They use science as a medium for artistic expression, and even if for Kant
it could seem a paradox, if we consider the scientific procedure, behind the
creation of these works, as that set of mechanical and academic rules neces-
sary for the production of art, we can still envisage and inspect them within
the field of art rather than that of science.

Indeed “fine art in its full perfection requires much science”14.

Spreading of aesthetic ideas. If one wants to enter in relation with these
kind of bioArtworks, therefore, it is necessary to be informed of them as art

12 J. Hauser, “Observation on Art of Growing Interest: Toward a Phenomenological Approach
to Art Involving Biotechnology”, in: B. Da Costa & P., Kavita (ed.), Tactical Biopolitics, Art, Ac-
tivism and Technoscience. Cambridge, MA: The MIT Press 2008, 86-87.

13 T. Godfrey, Conceptual Art. London: Phaidon Press 1998.

14 1. Kant, Critique of Judgment, sec. 44, p. 172, Ak. 305.
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rather than science. Otherwise Edunia blooming in a balcony of a country-
side house would be perceived as an ordinary, ornamental flower, for in-
stance.

But what does it mean to relate and perceive works like Edunia from
this artistic and aesthetic angle? What kind of different perspective can art
create?

Art, for example, can offer a dimension where pigeons are allowed to
shit soap in Pigeon d’Or, a work by Revital Cohen and Tuur Van Balen. En-
gaging with synthetic biology, the artists have been working in laboratory,
alongside the scientist James Chapell, with the purpose of inventing a bacte-
ria able to modify pigeons metabolism. Synthetic biology is one of the hottest
contemporary developments in the field of biology, combining engineering
principles with genetics - and biological - technologies and equipment in
order to “extend or modify the behaviour of organisms and engineer them
to perform new tasks”1s.

In order to make the bacteria, Cohen and Van Balen had to design a DNA
sequence that encodes for a specific biological function. This genetic unit, in
synthetic biology, is called BioBrick or standard biological part and it con-
forms the criteria established by the “Registry of Standard Biological
Parts”16. Thanks to the standardization of DNA sequences it is possible to
combine BioBricks in various ways to implement new functions in living or-
ganisms. Moreover it is a convenient way of sharing and re-using BioBricks
between synthetic biologists all over the world.

The BioBrick created for Pigeon d’Or encodes for the production of li-
pase, which is a grease digesting enzyme commonly used in biotechnology
for the production of soaps. This standard biological part, alongside another

15 E. Andrianantoandro, S. Basu, D. Karig, & Weiss, “Synthetic Biology: New Engineering Rules
for an Emerging Discipline”, in: Molecular System Biology. EMBO and Nature Publishing Group
2006, 1.

16 The Registry of Standard Biological Parts is an archive that collects standard genetic units
- known also as biobricks - that are interchangeable and can be assembled in various ways
in order to conduct specific operations in the cell, in other words in order to engineer living
entities. The registry was founded in 2003 at the Massachusetts Institute of Technology. For
more info see the website: http://parts.igem.org/Main_Page.
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BioBrick, that lowers the ph levels, has been integrated into the bacteria ge-
netic information. If one wants to imagine it in a simplistic way, a BioBrick
could be seen as a Lego-like building block that can be combined in different
ways with other blocks on the base of their colour, dimension and structural
characteristics in order to built new constructions.

Given that the bacteria is able to incorporate this new artificial DNA
code within its own genome, as a consequence, it will execute the new func-
tion contained in it. For Pigeon d’Or they chose a bacteria that naturally in-
tervenes in the gut of pigeons for digestive purposes, which is the Lactoba-
cillus. Now, if a pigeon is fed with the new, engineered Lactobacillus, the lat-
ter should be able to modify the PH and lipase levels in its gut, theoretically
making it defecate soap.

Cohen and Van Balen never tested the functionality of this altered Lac-
tobacillus in pigeons because, on the one hand it is an illegal procedure, and
on the other it was never their goal to effectively make a pigeon defecate
soap, on the contrary, the work is more about questioning this possibility.

Nevertheless, the artificially created Lactobacillus accepted the Bio-
Bricks within its gene pool for real, that is to say that it existed for real, but
only in laboratory. Whereas the new BioBrick, invented and designed for Pi-
geon d’Or and coding for lipase, actually exists also outside the laboratory in
the “Registry of Standard Biological Parts” and it can be re-used by anyone
who needs it!’. It conforms the required standards of the registry and it ap-
pears as any other BioBricks already part of it, the only difference being that
it has been inserted for artistic purposes and therefore it carries with it a
different function that somehow distinguishes it from synthetic biology’s
aims. I hope through this investigation, to provide some interesting insights
on how this artistic function encompasses synthetic biology and yet de-
taches itself from it.

Although in the artists’ statement Cohen and Van Balen clearly affirm

17 See the biobrick invented for Pigeon d’Or here: http://parts.igem.org/Part:BBa_K2000317ti-
tle=Part:BBa_K200031.
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that “this work consist in a series of intervention on different scales in pur-
suit of making a pigeon defecate soap”!8, I argue that Pigeon d’Or is a more
composite artwork, investigating different layers of entangled meanings and
implications. And with the power of spreading what Kant defines “aesthetic
ideas”19.

[ find particularly intriguing to relate this Kantian knotty insight to bio-
Art, because it encloses, once again, a component of radical indeterminacy
so fundamental in perceiving and mediating these kind of artworks. To put
it in really straightforward terms, Kant explains art as a way of presenting
and exhibiting something (aesthetic ideas) that cannot be communicated
otherwise. Although it is a presentation that inevitably pertains and relates
to the concept that was at its base, nevertheless it has the power of trans-
cending this concept by setting in motion the receiver’s thoughts in multiple,
unexplored directions. Aesthetic ideas, for Kant, are able to foster unex-
pected and unrestricted interrelations between the two mental faculties of
understanding and imagination, so that they enhance each other in a way
that “makes the reason think more”20. As a consequence, an artwork does
not convey a univocal, determinate concept that can be fully grasped and
rationally explained, but it “aesthetically expands the concept in an unlim-
ited way”21.

18 Artists’ statement on the website: http://www.cohenvanbalen.com/work/pigeon-dor#.

19 Kant states: “by an aesthetic idea I mean a presentation of the imagination which prompts
much thought, but to which no determinate thought whatsoever, i.e., no [determinate] con-
cept, can be adequate, so that no language can express it completely and allow us to grasp it”.
I. Kant, Critique of Judgment, sec. 49, p. 185, Ak. 317.

20 [. Kant, Critique of Judgment, sec. 49, p. 183, Ak. 315

21“If a conceptis provided with [unterlegen] a presentation of the imagination such that, even
though this presentation belongs to the exhibition of the concept, yet it prompts, even by it-
self, so much thought as can be never be comprehended within a determinate concept and
thereby the presentation aesthetically expands the concept itself in an unlimited way, then
the imagination is creative in [all of] this and sets the power of intellectual ideas (i.e., reason)
in motion: it makes the reason think more, when prompted by a [certain] presentation, than
what can be apprehended and made distinct in the presentation (though the thought does
pertain the concept of the object [presented])”. I. Kant, Critique of Judgment, sec. 49, p. 183,
Ak. 315.
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If analysed within this theoretical frame, Pigeon d’Or aesthetically com-
plicates issues regarding synthetic biology by presenting them within the
context in which they operate, which is a complex and composite environ-
mental ecosystem. As in a matryoshka doll, then, there is the DNA inside the
bacteria, the bacteria inside the pigeons and the pigeons inside the city. The
artificial portion of DNA jumps outside the walls of the lab, transcending its
scientific aims in order to conceive possible future applications and implica-
tions of synthetic biology.

Cohen and Van Balen designed and made also two devices with the pur-
pose of specifically directing the emission of soap in desired areas. They are
an interface for parked cars and a sort of pigeons assembly point to be put
on windows. Both invite to envisage the presence of pigeons being fed with
the engineered bacteria and then flying around to disinfect our city. All these
layers, which do not need to be unfolded in any particular order, are even
more problematized by their correlations with pigeon fanciers. A video, doc-
umenting these interactions, plays between lab procedure and pigeon fanci-
ers’ daily work, in a logic that meditates around breeding and designing liv-
ing beings. Pigeon d’Or unsettles our comprehension of what is considered
natural and artificial, proposing an aesthetic platform where the receiver’s
imagination and understanding can go beyond the “concept of what the
thing is [meant] to be”22.

Thinking in these terms about Edunia, opens up an aesthetic realm of
possible intuitions and reasonings. For example Kac’s choice of inserting the
immunoglobulin -o which is the antibody theoretically rejecting “the foreign
and the diverse” - into the theoretically “foreign and diverse” petunia gene-
pool, is only one of the ways in which the artist expressed his ideas aestheti-
cally. The same could be said for those red veins ramifying on the light pink
colour of the petals, reminiscent of the blood in the human veins flowing in
the body. Once having acknowledged the vehicle through which one can
grasp those aesthetic ideas (by entering in relation with what [ want to call
“transgenic information”), they strike our mental faculties in ways that are
purposive for cognition itself, transcending the comprehension of the given
concept that sparkled Kac’s creativity. In other words, the impact with these

22 1. Kant, Critique of Judgment, sec. 48, p.179, Ak. 311.
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aesthetic ideas, characterizing the aesthetic dimension of Edunia, generates
an element of intensity which we cannot make intelligible and does not cor-
respond to any determinate, rational notion. We are left free to physically
contemplate and cognitively explore what a “plantimal” might be, by means
of an experience that involves our feelings as like as our cognition, but that
does not communicate any definite message.

Synthetic feeling of life. Victimless Leather: a Prototype of a Stitch-less
jacket Grown in a Technoscientific “Body”, an artwork by lonat Zurr and Oron
Catts, helps me clarifying the implications of this aesthetic experience.

This artwork has been created following the procedure of a technique
called tissue culture engineering. In modern biological research, tissue cul-
ture enables, under particular conditions, the possibility to grow and main-
tain alive cells and portions of tissue outside the original body they come
from. Zurr and Catts appropriate this procedure in order to create what they
define as “Semi-Living”23 sculptures.

In the case of Victimless Leather they used immortalized cell lines24: 3T3
(mouse) and HaCat (human)25. These cells have been cultured and sustained
alive inside a bioreactor, which is a device that acts as a surrogate body em-
ulating all the necessary conditions for the cells to grow.

The main functions of a bioreactor are to guarantee sterile conditions
(free of microbial contamination), to supply nutrients and other biological
agents, to expel waste and to maintain constant and controlled levels of tem-
perature, PH and dissolved gas. Incubated in this artificial environment, spe-
cifically designed by Zurr and Catts - and constantly monitored - the cells

23 0. Catts & I. Zurr, “Growing Semi-Living Sculptures: The Tissue Culture & Art Project”, Leo-
nardo 34,2004, 365-370.

24 Immortalised cell lines are populations of cells whose growth properties have been altered
by viruses or chromosomal change with the purpose of keeping undergoing divisions in cul-
ture. Cell lines can be ordered from cell and tissue bank around the world. See R. I. Freshney,
Culture of Animal Cells: A Manual of Basic Technique. New York: Wiley-Liss 52005.

25 A. Senior, “In the face of the Victim: Confronting the Other in the Tissue Culture & Art Pro-
ject”, in: J. Hauser (ed.), Sk-Interfaces: Exploring Borders-Creating Membranes in Art, Technol-
ogy, and Society. Liverpool: exhibition catalogue, FACT and Liverpool University Press 2009,
76.
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have been seeded over/into a three-dimensional scaffold made of a biode-
gradable and bioabsorbable polymer matrix shaped as a miniature coat.

This three-dimensional scaffold was produced from CAD files, using 3D
printing, and it then was hand crafted, blown and cast. Mouse and human
cells can grow and proliferate around it thanks to a nutrients rich solution,
which is automatically dripped inside the polymer in order to feed the cells.
Zurr and Catts, in fact, designed also this special, automatic feeding system
that gives a very particular shape to the bioreactor.

While the cells grow and multiply following\directed by the shape of the
scaffold supporting them, the scaffold itself gradually degrades until it even-
tually disappears.

The final result is a tiny jacket-like shape, living sculpture (approxi-
mately 5cm high and 3.5cm wide), made out of human and mouse cells,
which needs, a part from the bioreactor, continuous and specialized care in
order to be kept alive.

When encountering this eccentric set up, without knowing what the in-
stallation is attempting to present is impossible to grasp the work. If its com-
ponents are, perhaps, not too obscure to biologists or scientists, they are cer-
tainly cryptic to most of the general public. So, one needs to be educated
about tissue culture engineering, immortalised cell lines, bioreactors and
growth factors in order to address Victimless Leather. I would affirm that
growth factors have a particular relevance. In fact, among the various sup-
plements that cells in vitro need in order to grow and multiply there is a cru-
cial ingredient is worth knowing, which is the foetal bovine serum. It is ex-
tracted from the blood plasma of unborn calves, of course after having killed
the mother, normally during slaughter. And it is collected by means of a car-
diac puncture on foetuses older than three months, otherwise the heart is
not big enough for the needle?s.

I called the foetal bovine serum a crucial ingredient because it supplies
the growth hormones without which cells in vitro won't grow and reproduce

26 C. E. A. Jochems, |. B. F. van der Valk, F. R. Stafleu & V. Baumans, “The Use of Fetal Bovine
Serum: Ethical or Scientific Problem?”, ATLA 30,2002, 219-227, http://www.forskautandjur-
forsok.se/docs/Forskarrummet/Serum/the-use-of-fetal-bovine-serum-ethical-or-sceintific-
problem.pdf.

312



and hence won't form the tissue. The title of the artwork is then deliberately
ironic. Victimless Leather: A Prototype of a Stitch-less jacket Grown in a Tech-
noscientific “Body”, alludes to the technique of tissue engineering and to the
hidden victims of it, interweaving them with our human consumption of an-
imal leather. It does so not only throughout the title, but also, and moreover,
throughout its aesthetic attributes.

The physical encounter with the work, in fact, makes the aesthetic expe-
rience of it definitely more intense and even more powerful. One is faced
with the materiality of life that has been engineered, or better with the
“Semi-Living”27. Thinking about the notion of semi-living and actually seeing
it is a very different experience. Since, as in the case of the plantimal, our
cultural system lacks of a specific concept regarding these living entities, the
aesthetic and visual impact is fundamental in order to mediate the complex-
ity of the artwork. The problematic concerns related to tissue culture engi-
neering are presented by displaying the materiality of the living matter. One
is looking at a coat-shaped living sculpture but without the possibility of ra-
tionally understanding what it is28. It is not dead, but at the same time it is
not autonomously living. It has been engineered but at the same time it au-
tonomously grows, if the right conditions and a surrogate body are supplied.
Furthermore it is an hybrid “object/being”2% made out of human and mouse
cells, kept alive since decades3?. Are we, then, supposed to wear our human
and animals’ ancestors’ skin? In fact, the tiny living jacket could fit a mouse,
but its shape is recognisable as mini human torso and it relates to our human
use of animals in order to produce leather.

27 0 Catts & I. Zurr, “Growing Semi-Living Sculptures: The Tissue Culture & Art Project”.

28 For an interesting insight on the notion of “biofact” stressing the borders between nature,
biology and technology see: N. C. Karafyllis, “Endogenous Design of Biofacts: Tissues and Net-
works in Bio Art and Life Science”, in: ]. Hauser (ed.), Sk-Interfaces: Exploring Borders-Creat-
ing Membranes in Art, Technology, and Society, 42-58.

29 0. Catts & I. Zurr, “The Ethical Claim of Bio Art: Killing the Other or Self Cannibalism?”, AANZ
Journal of Art: Art and Ethics 4,2003 and 5, 2004, 177.

30 Continuous lines of cells are kept alive since decades and widely used in laboratory re-
search. See O. Catts & I. Zurr (ed.), Partial life: A Ling Book about Life; e-book, 10. Available
from: http://www. livingbooksaboutlife.org/books/Partial_Life.
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However, one of the most striking aspect of Victimless Leather is the
“live” experience of death. Zurr and Catts invented a very challenging way of
coming across their “Semi-Living” entities: the “killing ritual”31. At the end of
the exhibition they remove the little portion of tissue out of its technoscien-
tific body, allowing the audience to touch it. Being contaminated by the in-
visible organisms in the air and by those on our hands, like fungi or bacteria,
the fragile cells inevitably die. The experience of Victimless Leather becomes
therefore a multisensory one. It's not only experienced by actually seeing a
procedure that normally takes place within the walls of a scientific labora-
tory, but also by touching and smelling the “liveliness” of the tissue’s portion.
It is almost impossible to remain indifferent in front of such an involving
participation with the “Semi-Living”. It is a visceral experience, a mourning
performance that touches upon the audience’s emotional and intellectual
sphere.

[ find particularly interesting to relate this emotional sphere with the con-
templative experience of a vital fervour that Kant ascribes to the aesthetic
judgment. The wealth of thoughts originated by the encounter with an art-
work is, for him, a matter of a pleasure felt involving both, the receiver’s un-
derstanding and his imagination in a way “that the pleasure should accom-
pany presentations that are ways of cognizing”32.

[tis a pleasure originated by the feeling of enhancement or furtherance of
the subject’s cognitive powers and does not serve any purpose but it is simply
a “feeling of life”33. It is an intensity that makes one feel himself, makes one
feel alive. It does not describe the artwork nor provides any definite concepts
for it. It is neither a mere amusement nor entertainment. This feeling of life,

31 0. Catts & I. Zurr, “Growing Semi-Living Sculptures: The Tissue Culture & Art Project”, 176.
32 1. Kant, Critique of Judgment, sec. 44, p. 172, Ak. 305 (emphasis in original).

33 “The presentation is referred only to the subject, namely, to his feeling of life, under the
name feeling pleasure or displeasure, and this forms the basis of a very special power of dis-
criminating and judging. This power does not contribute anything to cognition, but merely
compares the given presentation in the subject with the entire presentational power, of
which the mind becomes conscious when it feels its own state”. At the beginning of his en-
quiry Kant distinguishes aesthetic from cognitive judgments by ascribing the former as those
in which a given presentation is attended to exclusively for the feeling of pleasure or displeas-
ure originated in the subject. See 1. Kant, Critique of Judgment, sec. 1, p. 44, Ak. 204.
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intensity, vital fervour becomes all the more charming and provocative if
thought in relation to bioArt, exactly in virtue of its connections with “life”.
That is to say, my three case studies are deeply entangled with science that
manipulates life and, therefore, their “living essence” generates an experience
which [ want to define, drawing from Kant, a “synthetic feeling of life”.

It is a sensation that arises from the encounter with the aesthetic ideas
and attributes of the work. Eventually Victimless Leather is more about inten-
sity than about the divulgation of a determinate idea.

Conclusion. Interrogating Kant and his theory of art has caused me to go
down intriguing investigation paths.

It enabled me to concentrate on the complexity of the matter - and how
much that matters. It prompted me to meditate about what is contemplated
as art, despite having borrowed, absorbed, nourished itself and eventually di-
gested scientific practices.

The aesthetic judgment of these artworks is significantly shaped on the
basis of how they embody their multiple meanings through the indirect
presentation of ideas in sensible form. They are meaningful but without a
meaning, they make sense but without a decisive signification. Their artistic
dimension could be mediated aesthetically by dint of a feeling that involves
cognition and emotion. An intensity that could be translated in a sort of syn-
thetic pleasure by smelling something like Edunia, an artificial humour in
thinking about Pigeon d’Or and a visceral uneasiness in touching something
like Victimless Leather.

Their sensible form is living in the case of Edunia and Victimless leather
and it is theoretically alive in Pigeon d’Or. The first two artworks will neces-
sarily die, and the latter is an example of how art, nevertheless, could survive
the circle of life. The oral and written, critical lecture is, then, my role in the
after life of these artworks. A sort of drama of narration about their short lives
but, perhaps, long deaths.

Addressing those artworks with an aesthetic scrutinizing gaze, drawn
from Kant, curiously invigorate that “feeling of life” which is spliced with life
itself. Hence, art dealing with life manipulation could be aesthetically judged
and examined also through this “synthetic feeling life” touching upon our gut
and our mind.
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[lana Shiloh

Lost in Transgression:
[an McEwan’s The Cement Garden

[Abstract] Transgression is an action which involves the crossing of boundaries. While in its
biblical sense it primarily referred to an offense against God, the concept has acquired multi-
layered denotations throughout history. Today it may evoke the denial of doctrinal truths;
the violation of rules, principles, or taboos; the giving of serious offense; and the exceeding
or erasing of physical or conceptual boundaries.

But if transgression seems to be morally reprehensible, it is, by the same token, inevita-
ble. Social life is marked by norms, rules and laws, all of which delineate boundaries. Since
any reflection on a boundary must presuppose the possibility of crossing it, the act of men-
tally grasping a boundary amounts to envisioning its transcendence. If we imagine a crossing
line, we cannot help but surmise what lies beyond it. The concepts of transgression and tran-
scendence are thus apparently interlaced through the very existence of boundaries.

But what happens when transgression does not lead to transcendence, when the cross-
ing of boundaries does not carry the positive values of challenging fossilized social norms or
attesting to our humanity? This is the case in the fictional world of lan McEwan’s The Cement
Garden, which is explored in the present essay.

“I did not kill my father, but [ sometimes felt I had helped him on his way” -
this is the opening sentence of lan McEwan’s 1978 novel, The Cement Gar-
den. Related by Jack, the fourteen-year-old protagonist/narrator, the open-
ing sequence sets the novel’s tone, and foreshadows its symbolic matrix and
thematic concerns. Freud has taught us that the killing of the father is a pri-
mordial transgression in the history of human society, a transgression mir-
rored by the Oedipus complex in the history of the individual psyche. In his
seminal 1913 Totem and Taboo Freud, drawing on Darwin, postulated that
early human societies were organized in much the same way as groupings
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of gorillas - they consisted of small hordes in which the oldest and strongest
male had exclusive mastery over the females. The violent and jealous father,
the alpha male of the human horde, denied his sons sexual access to the
women of the extended family; if any of the young males succeeded in gain-
ing such access, his punishment was castration. The sons eventually re-
sorted to killing their father, but this parricide was followed by overwhelm-
ing guilt, which eventually resulted in the establishment of totemic religions.
Totemic religions, defined as systems characterized by a mystical relation-
ship with a sacred animal, commonly share two cardinal prohibitions. The
first one is not to have sexual relations with a woman of the same totem -
the prohibition of incest. The second one is not to Kill the totem animal,
which stands for the surrogate father.

Freud explained the symbolic substitution underpinning totemic sys-
tems in the following terms:

If the totem animal is the father, then the two main command-
ments of totemism, the two taboo rules which constitute its nu-
cleus - not to Kkill the totem animal and not to use the woman
belonging to the same totem for sexual purposes — agree in con-
tent with the two crimes of Oedipus, who slew his father and
took his mother to wife, and also with the child’s two primal
wishes, whose insufficient repression or whose reawakening
forms the nucleus of perhaps all neuroses.

McEwan thus steeps his novel in transgression from the very first sen-
tence. The narrator’s reference to parricide evokes Freud’s account of the
birth of civilization, in which parricide and incest figure as universal social
taboos. Both taboos are broken in the course of the novel’s narrative trajec-
tory. And if The Cement Garden’s opening sequence resonates with the secu-
lar scenario of humanity’s original transgression, the novel’s title suggests

1S. Freud, Totem and Taboo, trans. A. A. Brill. Liverpool: Penguin Books 1945, 137.
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the religious scenario of humanity’s original transgression - the one com-
mitted in another garden, the Garden of Eden. But this allusion is highly iron-
ical, as will subsequently be discussed.

Transgression is an action which involves the crossing of boundaries.
While in its biblical sense it primarily referred to an offense against God, the
concept has undergone several shifts in meaning since it entered the English
language in the 16t century. As noted by Anthony Julius in Transgressions:
The Offences of Art, the word has acquired multilayered denotations
throughout history. Today it may evoke the denial of doctrinal truths; the
violation of rules, principles, or taboos; the giving of serious offense; and the
exceeding or erasing of physical or conceptual boundaries.

Butif transgression seems to be morally reprehensible, it is, by the same
token, inevitable. Social life is marked by norms, rules and laws, all of which
delineate boundaries. Since any reflection on a boundary must presuppose
the possibility of crossing it, the act of mentally grasping a boundary
amounts to envisioning its transcendence. If we imagine a crossing line, we
cannot help but surmise what lies beyond it. The concepts of transgression
and transcendence are thus apparently interlaced through the very exist-
ence of boundaries.

Transcendence is also conceptually linked to transgression in 20t cen-
tury existentialist thought. Transcendence, the condition of being that is out-
side or beyond, is an essential characteristic of Sartre’s philosophy and of
his view of what it means to be human. In his theory of consciousness, ex-
pounded in Being and Nothingness, Sartre makes a distinction between be-
ing-in-itself and being-for-itself. Being-in-itself is sheer existence, the uncon-
scious facticity of the natural world. But human beings are more than just
part of the natural world. They are endowed with consciousness and self
consciousness, which constitutes the essence of being-for-itself. They sur-
pass sheer existence by thrusting themselves perpetually beyond their im-
mediate situation; each human being harbors the potential for the constant
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transgression of that which exists at any particular point. This conflation of
transcendence and transgression does not only refer to the uniquely human
faculties of consciousness, reflection or creation. Existentialist thought pos-
its that all human life has transgressive potential.

But what happens when transgression does not lead to transcendence,
when the crossing of boundaries does not carry the positive values of chal-
lenging fossilized social norms or attesting to our humanity? This is the case
in the fictional world projected by McEwan’s novel. The novel centers
around four children whose parents die, the father of a heart attack while
cementing the back garden, the mother of an unspecified disease a few
months later. On Jack’s suggestion, the children decide to hide their orphan-
hood from the outside world, to avoid being put into care. They bury the
mother in the cellar. From this moment on, the four siblings are left free to
experiment, in the words of the adolescent protagonist/narrator, with every
“fascinating violation”2 - incest, transvestitism, gender transformation, re-
gression to babyhood. But they do not revel in their newly found freedom.
They are lost.

Psychoanalysis has taught us that the father figure represents society,
authority, and order. In the Freudian scenario of psychic development, the
child introjects the father’s image, which is eventually transformed into his
super-ego. In the Lacanian narrative, the Name-of-the-Father stands for the
father’s role in the Symbolic Order of language and law. The depiction of the
children’s father, as related from Jack’s perspective, corroborates this theo-
retical account. He is at once cruel, domineering and absurd. A semi-invalid,
due to a heart condition, the father - whose name is never mentioned, thus
reinforcing his symbolic function - does not encourage his children, makes
jokes at their expense and disregards his wife. The father’s symbolic role as
the arbiter of law and order is conveyed at the outset of the novel, in a scene

2. McEwan, The Cement Garden. New York: Anchor Books 2003, 21.
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describing a family quarrel over his project of the cement garden:

We had just finished supper. While my mother talked my father
used a penknife to scrape black shards from the bowl of his pipe
onto the food he had barely touched. He knew how to use his
pipe against her. She was telling him how little money we had
and that Tom would soon be needing new clothes for starting at
school. He replaced the pipe between his teeth like a missing
section of his own anatomy and interrupted to say it was “out of
the question” sending the bags back and “that it the end of it.”
Having seen for myself the lorry and the heavy sacks and the
men who had brought them I sensed he was right. But how self
important and foolish he looked as he took the thing out of his
mouth, held it by its bowl and pointed the black stem at my
mother3.

From Jack’s perspective, the father becomes one with his pipe, which
looks to the son like a missing part of his parent’s anatomy. The pipe is ob-
viously McEwan’s ironic reference to Freud’s cigar, to the idea that a cigar is
never just a cigar - itis a phallic symbol. The father’s ceremonious brandish-
ing of his pipe marks his self-importance, his self-appointed mission of lay-
ing down the law in his household. McEwan'’s suggestion that the pipe rep-
resents a missing part of the father’s anatomy hints at the father’s impo-
tence, both physical and metaphorical.

But the central metaphor associated with the father figure and every-
thing it represents is the titular cement garden, which is the father’s idea of
transforming the family’s small backyard. Such a garden is obviously a con-
tradiction in terms, as cement is associated with tombstones rather than
flourishing nature. The irony does not escape Jack, who describes the garden
in the following way:

3 . McEwan, The Cement Garden, 15.
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There were narrow flagstone paths which made elaborate
curves to visit flower beds that were only a few feet away. One
path spiraled around a rockery as though it were a mountain
path. [...] There was a lawn the size of a card table raised a cou-
ple of feet on a pile of rocks. Round the edge of the lawn there
was just space for a single row of marigolds. [The father] alone
called it the hanging garden [...] There was a pond with a blue
plastic bottom. Once he brought home two fish in a blue plastic
bag. The birds ate them the same day. The paths were so narrow
it was possible to lose your balance and fall into the flower beds.
He chose flowers for their neatness and symmetry+*.

Symmetry can be reassuring or unsettling. It is reassuring when it con-

veys rational planning, but when it seems to serve no purpose it becomes
disorienting and absurd. McEwan'’s description of the cement garden, con-
veyed from Jack’s point of view, curiously echoes another iconic metaphor
of absurdity - Kafka’s description of the Castle. When Kafka’s protagonist,

K, first perceives the Castle, this is what he sees:

The tower above him here - the only one visible - the tower of a
house, as was now apparent, perhaps of the main building, was
uniformly round, part of it graciously mantled with ivy, pierced
by small windows that glittered in the sun with a somewhat ma-
niacal glitter, and topped by what looked like an attic, with bat-
tlements that were irregular, broken, fumbling, as if designed by
the trembling or careless hand of a child, clearly outlined against
the blues.

The combination of ruthless power and stupidity characterizes both the

rulers of Kafka’s Castle and the architect of McEwan’s cement garden, Jack’s
father. The father is the maker of law and the designer of boundaries and as

4 1. McEwan, The Cement Garden, 19.

5 F. Kafka, The Castle, trans. W. and E. Muir, in: The Complete Novels. London: Vintage 1999,

275-454, 281.
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his law and boundaries are cruel and senseless, transgressive defiance
against his rule seems in order. And indeed after the father’s death, (for
which Jack feels partly responsible, as he refused to give his father a hand in
the cement garden and instead withdrew to his room to masturbate) the
four siblings and the mother are relieved rather than sorrowful. The mother
soon takes to bed due to an unspecified disease from which she never recov-
ers. And it is then that the reign of transgression begins.

The seeds of transgression are already sown before the death of the fa-
ther. Jack’s story begins with a brief and indifferent mention of his father’s
death; a description of the unloading of cement and of the parents ensuing
quarrel, with the mother remonstrating and the father brandishing his pipe
against her with self-important stupidity. The opening sequence ends with
the three older siblings retreating into the room of the eldest daughter, Julie.
Julie and Jack play a game with twelve-year-old Sue — making believe they
are scientists examining a specimen from outer space, they strip Sue bare
and explore her body.

“Vell?” We rolled Sue onto her side and then onto her belly.
We stroke her back and thighs with our fingernails. We looked
into her mouth and between her legs with a torch and found the
little flower made of flesh.

“Vot do you think of zis, Herr Doctor?” Julie stroke it with a
moistened finger and a small tremor ran along Sue’s bony spine.
[ watched closely. I moistened my finger and slid it over Julie’s.

“Nothing serious,” she said at last, and closed the slit with
her finger and thumb. “But ve vill votch for further develop-
ments, ja?” Sue begged us to go on. Julie and I looked at each
other knowingly, knowing nothing®.

6 [. McEwan, The Cement Garden, 16.
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Knowledge is a prerequisite for the excitement of crossing boundaries.
The titillating pleasure of transgression is contingent on two factors: con-
sciousness and affect. In the fictional world of The Cement Garden both ele-
ments are missing. Jack relates the most outrageous events with bland indif-
ference, without any trace of self-reflection. In the context of existentialist
thought, Jack’s life is being-in-itself, and so is Julie’s; when he looks at his
elder sister, he sees a “rare young animal”’. And in the animal kingdom
transgression does not exist, as morality does not apply.

But McEwan’s protagonists do not come across as four young and
un/healthy animals; such fictional characters would not engage our interest
or empathy. Their redeeming, human quality is their unacknowledged mel-
ancholia. Melancholia, as conceived by Freud, is a sense of depression en-
gendered by the loss of a specific love object. In contradistinction to mourn-
ing, which constitutes a healthy and natural process of grieving a loss and
takes place in the conscious mind, melancholia is an unconscious and
unacknowledged process, and therefore pathological. Pursuing Freud’s line
of thought, Julia Kristeva contends that unacknowledged grieving results in
an identity crisis and loss of language and meaning. The bereft child be-
comes alienated and self-destructive.

Freud’s and Kristeva’s conceptualization of melancholia helps to shed
light on the source of transgression in The Cement Garden. If the death of the
children’s father signifies a breakdown in the rule of law, the death of the
mother signifies a breakdown in language and identity. The children do not
speak of their loss, avoid mentioning the mother’s burial site; the body en-
cased in the cellar becomes a literal “skeleton in the closet” - in this case, a
cement tank — whose unacknowledged presence poisons the household. All
the children suffer from a ruptured, transgressive identity. Julie, who takes
over the family chores, becomes the younger siblings’ surrogate mother. But

7 I. McEwan, The Cement Garden, 15.
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she does not confine herself to this role. Inscrutable and enigmatic, Julie is a
tease and a temptress, alternately quenching and kindling Jack’s longing for
her, until she eventually initiates their final incestuous act. Sue is seemingly
the least perturbed of the children, perhaps because she constantly writes
in her diary; Kristeva tells us that writing and art are the only means to
transcend melancholia. Six-year-old Tom seems to be the most troubled,
perhaps because he is the youngest and the most unformed. He seeks to
transgress the boundaries of both sex and age; he starts dressing as a girl
and eventually regresses to babyhood, sucking on a bottle and sleeping in
his old cot. From this cot he watches Julie and Jack make love while the po-
lice, alerted by Julie’s boyfriend who has discovered the body in the cellar,
are closing in on the house.

Julie’s boyfriend, Derek, is the outsider who invades the siblings’ iso-
lated existence and brings it to an end. Older and more knowledgeable than
Julie, he gradually becomes suspicious of the warped relationships within
the family and of the cement tank in the cellar, in which the mother’s body
is encased. And when he comes upon Julie making love to her brother, he
explodes, calls the police and smashes the cement tank with a sledge-ham-
mer, thereby smashing both literally and figuratively the house of transgres-
sion.

Transgression involves the crossing of boundaries; so does transcend-
ence. But they differ in one crucial respect - transcendence is goal-oriented,
while transgression is not. Transgression defies the existing order, while
transcendence seeks to find a meaning beyond it. Both are contingent on the
existence of boundaries. This is why the children of The Cement Garden are
lost in transgression. They have nothing to defy, no boundaries to cross, be-
cause everything is possible. They have become the victims of failed trans-
gressions.
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Katepiva F'ovAét

MeTa@pAalovtag To «SLa@OoPETIKO»:
YTOTITALOPOG Kol AEEELG TAUTIOV

[E¥voym] H xprion Aé&ewv-Tapmol @épel TOAD ISlaiTepa TOATIOTIKA OTOLYEIX TTOV ATTOTE-
200V SNAWTIKEG EKQPAVOELS TNG EKAGTOTE KOUATOUPAG. ‘DT UTIAPYEL AVAYKT QUTEG VAL LETA-
@epBoVV amd éva YAwoolkd cuoTNUa 0€ éva GANO, 1] EDPECT] TIOALTIOUIKWV LOOSLUVANWY 61-
povpyel SuokoAieg oTo PETAPPAOTIKO £pYo. [SLaitepa 8g, 6TNV TEPITTWOT TOU UTTOTLITALGHOV
He TV T TdXpovn VTIapEn TG ELKOVAG KAL TG YADOONS TOU TIPWTOTUTIOV OL TTPOKAT|GELS YLK
évav uTOTLITALOTH TTIoAAaTAAGLAloVTAL ZKOTIOG TG TIapovoag epyaciag eival n avaAuon Twv
SuokoAV auTol ToL €pyou Kal pia Tlavy artloAdynon Twv EKAGTOTE EMAOYWOV HECA OE
£va KaVoVIoTIKO TTAaGLo aTtd VOPUES, VTIPEKTIREG Kal atepedTuTa. [1660 SLapopeTikd kabi-
OTATOL TO £PYO0 TOU UETAPPACTI) OTAV aTeVOUVETAL 0€ YEVIKO KOO péoa amd v pofodr|
TNAEOTITIKWV Tpoypappatwy; IIdon eAevbepla Sivetal o auTOV OTAV HETAPPATEL VLA VXL (PE-
oTIBAA Tov To (810 TpaypateveTal éva BEpa TauToU OTIwG aUTO TNG opo@LAo@Aiag (PeotL-
BaA TAAT Tawiwv/ Tawwodnkn PeotifaA Kivnpatoypagov Osocoarovikng); TLopiletal wg
«aTOSEKTO» KAl TWG auTO Svvatal va SlapopoTonBei katd mepimtwon;

[A€Eerg kKAeW8Ld] AéEeLs TauTTOU, UTTOTITALOUOG, PECTIBAA
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Katerina Gouleti

Translating the “Queer”:
Subtitling and Taboo Words

[Abstract] Using taboo words is intricately linked with culture specific utterances
which reflect the cultural background embedded in each culture. Should there be a
need to be transferred from one linguistic system to another, finding cultural equiv-
alents can challenge the translation act. Especially when dealing with subtitling, the
existence of parallel channels of information i.e. visual and linguistic (both in source
and target language) can pose further difficulties for the subtitlers. The aim of the
present paper is the analysis of these challenges and a potential justification of the
choices made within a framework of norms, directives and stereotypes. How is this
task differentiated when translating for a wider audience via television programs?
How much freedom is at hand when translating for a festival dealing itself with a
taboo issue such as homosexuality? (International LGBT Film Festival/ Co-orga-
nized by Thessaloniki International Film Festival). What is thought to be acceptable
and how is this being altered on different occasions?

[Keywords] taboo words, subtitling, festival

E waywyn. O VTOTITALO PGS ATOTEAEL T BACIKY) LOPET] OTITIKOAKOUOTL-
KNG HETA@pPaoNG Tov viobeteitat otnv EAAGSa 600 o€ emimedo kivn-
HATOYPAPOL 660 KoL TnAgdpaons. H onuacio g mapaywyng ToloTiK®V pe-
TAPPACUATWV amoTeAel TpolTOOEST TOGO Yl TNV ATPOCKOTITN THPAKO-
AovUONoN TwV eKAOTOTE BEPATWY ATO TOVG BEATEG GO0 KL yla TNV €kBea
™G EAANVIKN G YAWOGGAG 6TO VPV KOLVO.

Q¢ TPAKTIKI 0 VTTOTITALOUOG TTAPOUCLALEL OAX TA EYYEVT] 0TI HETAPPQA-
otk Stadikaoia mpofAnpata. OLamod0oElg ATTAWY KAONUEPIVDV SLHAGY WV
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N N UETAQPPAOT VTOKLUAVTEP ESIKNG BepaToAoyiag evéxouv ca@ws SVoKo-
AleG, TPOOTIEAAGIUEG WOTOOO KATOTILV EVEEAEXOVG EPEVVAS KL TIPOCEKTIKWYV
eMAOY®V. To KOPUATL IOV ATtOTEAEL TN HEYAAVTEPT TIPOKATOT) GTO £PYO TWV
ETIAYYEALATLOV TOU UTTOTITALGHOU VAL T ATTOS00T TWV TTOALTIOUIK®OV GTOL-
XELWV TIOU oUXVAE TIAPOVGLAlOVY SLPOPOTIOMOELS aTtd TN Hiot KOLATOVPX
oTNV GAAN. 2NV Ttapovoa sloriynon Ba efetaotel 0 TPOTOG XEIPLOUOV TWV
AEEEWV TAUTIOU TIOV ATTOTEAOVV pid aTtO TIG CUVNOECTEPES EKPAVOELS TWV EV
A6yw otolyeiwv. O oplopog Tov Tapmov otnv EAAnvik), kata tov Tplavra-
@UAALST, elval 0 €81)G: «O,TL Sev eTITPEMETAL VA YIVETAL AVTIKEIPUEVO oL TY)-
oEWV, Yot N01KoOp1okeLTIKOUG AdY0oUG, 0,TL DewpelTal amayopeuUEVoy.

Ta Tapmov amotedovv BEpata yla Ta oTolo SV TPETEL KAVEIS Vo (WAA
€TELOT KATL TETOLO TPpooTaleL 1 Opnokeia 1 N Kowwvia Tov. AUTA PTTopovV
Vo TEPLAUBAVOUY TIAELAS K TIEPITITWOEWVY ATIO TA LEPT) TOU CWUATOG, TT) OF-
EOVOALKT TIPALN, TIC CWUATIKEG AELTOVPYIES KAl TA TAPAYWYA TOUG, TOV BA-
VaTo, TN OpNoKela, TI§ PpATOLOTIKEG EKQEPATELS, KABWE KAL (PPACTIKES ETILOE-
O€LG KL TPOGBOAEG evavTioV ATOHWV.

EV TIpoKEWWEV®D WG oOUATA KEHEVWY Ba xpnopoTotn 8oy Tatvieg mov
TpoAnONkav oto Aiebvéc Peotifal Osaoalovikng I'kAAT Tawviwv mTov Tpo-
BaAAetal otnv TawioBNkn TG Oecoarovikng k&Be xpdvo To ZemTEPPPLo O€
ovvepyaoia pe To PKO. To peoTIPAA quTO eMEAEYT TTPOG EEXY WYY TAPASELY-
HATWV KATApYAS ealtiag TnG ISLTEPOTNTAG TOV TIEPLEXOUEVOU TOU KAOWS
To (810 mpaypateveTal éva BEpa Taumov, aQutod NG opo@uAo@Aiag. Emi-
TA£0V 1] CUVTAKTPLX TNG TTAPOVGAS ELCYNONG AVEAXBE TOV GUVTOVIOUO KAL
NV EMPUEAELX TNG CUVOALKIG TIAPAYWYTG UTTOTITALOHOU YL TO €V AOY® (@E-
oTIBAA, yeyovdg TTou KaBloTd To VALKO Tou TIpocfactpo kot TN Sladikaoio
™6 avaivong akplBéotepn. O Baoikdg 6TOX0G €6 VTG TO TIPICUA TWV TIEPL-
ypa@wxwyv omovdwv (Descriptive Studies) eivat va kataypa@ovv Kol vo Te-
PLYPAPOVV T SLAOPETIKA GTOLYXELX TNG UTIOTITALOTIKNG Stadikaoiag oL a-
TAWG EVIPUPWVTAG OTIG LETAPPATTIKEG OTPATIYIKEG IOV EPAPUOCTNKAV.
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AapBavetal katd kOplo Adyo vtoym 1 Wlaitepn @UON NG €V AOYw UETO-
(PPUCTIKNG TIPAKTLIKNG IOV S1uLovpyel vEeG TTPOKATOELS Kol eE€TALETAL TIOLO-
TIKQ KL OXL TIOCOTIKA TWG QUTEG OL LOLXITEPEG TTAPAUETPOL KAL OL TIEPLOPL-
opol Tov emnpedlovv TI§ amodOaELS Kol Snuovpyovv kuplapya potifa emi-
AOY V.

1. Zuvimapin §U0 YAWGGIKWY CUCTNUATWY

" AuvatotTnTa avTImapaSoANG-KPLTIKNG

" YymAd emimeda yAwooouadelag otnv EAAGSa
»  A€Eeig ue eAnvikn) pila- Yevdo@iieg Aggelg

» Feedback effect

H odoéva kat peyaditepn eEolkelwon TwV BEATWV UE TN YAWOOH TOV TPW-
TOTUTIOV (OTO CUVTPLTITIKA LEYXAVTEPO HEPOG lvaln ayyAlkn) BETeL oTo pL-
KPOOKOTILO TNV KADE EMIAOYT] TOU UTIOTITALOTY] ELTE QUTN AWOP& GE OALKY| O~
TAAOLQT], LEPLKT] TPOTIOTIOMON 1] KAL XPTOT) TOALTIGUIKOU LOOSUVALOL TNG
|

Kdatw amd autég TIG GUVONKES 0L ETIAOYEG TWV UETAPPACTWV OTI ATIO-
S60es Twv Aégewv Taumol o@eldovv va xapaktnpifovtal amd WSaitepn
mpocox1. O@eldovy pe dAAa Aoyl va EAEYXOLV TNV 0pBOTNTA TWV AT0806-
OEWV O€ ETIMESO ATOPAVTIKOV VONUATOG, TN SuvaToHTNTA XP1IoNG TWV CUL-
YKEKPLUEVWV AEEEWV 0TO EAANVIKO KEIEVO KaL ToV BaBuod TG amodegnotn-
TG Tov Ba £xouv atd To kowvd. O OKOTIOG TTAVTOTE elval Vo TTETUXEL KAVE(G
Tov (610 avTikTuTO IOV E(XE TO KEI(UEVO TINYT) OTOUG BEATEG TOV TPWTOTVTIOV.
IIpog emitevn Tov 6KOTOV AVTOV TPETEL VO ATTOPEVYETAL TO Agydpevo feed-
back or gossiping effect mov dnuovpyel aunyavia otovg Beatég dTav ava-
yvwpilouv KATL 6TOV TIPOoPOPLKO A0Y0 Kal BAETOUY TIwG Bev £xeL TTEPIANPOEl
0TO UETAPPATLA.

[6{wg otV mepimtwon ™¢ EAAGSag Ta mpdypata eival o mepimioka
kabwg oL meplocotepol Beateg 8iwg 600l Ba mMapakoAiovBovoav Eva
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“underground” @eoTIBAA pTOPOVV VA KATAAGBOUV HEYAAO HEPOG TOV OEVA-
pilov kal emmA£ov TTOAAEG AEEELG elval evkoAdTEPA avayvwpiolues e€altiag
™G EAANVIKNG TOUG pLlag oTNV TEPITITWON TWV TALVIWV TIOV ETMECEPYATTI-
KOUE QVAQEPOVHE TIG €ENG evdelkTikd: sodomy, lesbianism, sapphism, ho-
moeroticism, androgynous. AKOPLO KQL GTNV TEPITITWOT TIOV 0 LETAPPACTIG
£KpIVE TIwG Ba umopovoav va amodo00oUV KATIWS SLOPETIKA 1 KAL VA Tto-
POAELPOOVV 1] AVAYV®PLOT TOUG KATEGTNOE EMITAKTIKY TNV AVAYKT quTOU-
Ol0G LETAPOPAS TOUG OTO LETAPPACUAL.

H tautdypovn dpws Ttapouvoia 500 S1a@opETIKWOV YAWOOIK®Y CUCTNHA-
TV pTopel va SnULoupynoeL Kot eMITPOGOETEG TIPOKANGELS. ZTNV TALVIa [L-
kpoV unkoug Something to Tell N TpwTAYWVICTPLX SNADVEL EKHUOTNPEVO-
pevn ™ oxéom g o€ @do tg: “I feel good with Kim and [ want my dad to
realize it.” Ze 0An ™ Swapkela TG Taviog 1 ava@opd atov yapaktnipa Ky
Sev IpOSL8e To (PUAO TOL YTl £ToL elvat Sopnpévn 1 ayyAwkn yAwooo. H €k-
TANEN A0LTTOV WG TIPOG TO VA0 IOV €V TEAEL Elval Yuvaika Slatnpeltal wg To
TEAOG OTIOV YiveTal ) amoKAALVYT). 2T EAANVIKA OpWG ETPETIE 6TV amdSo0m
VO UTIAPYEL O EUPUAOG XAPAKTNPLOUOG YEYOVOG TIOU AAAOLWVEL KATA TIOAD TO
TIVEU X TOU KELUEVOU:

AtoOavouat kadda ue (tov) Ky kat
OéAw va To avTIANQTEL 0 TATEPAS LUOV.

2. TToAUOMUELOAOYIKOG XAPAKTI PG
Tavtdxpovn petddoon mANPo@opilag HECW SLAPOPETIK®MV SLAOAWV.
* TAwooKG-0TTIKO (VTTOTITAOL HAPKES, OPOES, TITAOL)

»  Mn-yAwoowo6-omtikd (tomia, eupfAnpata, ocOPPoAA, XELPOVOUIES,
YAWOOX TOU COHATOG)

* TAwoowkd-ykovoTiko (StdAoyol)

= Mn-YAWGOOIKO-AKOUOTIKO (TIPOCWSINKA OTOLXEIR, HOVGLKY], MXTTIKA
ePE)
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Axépa kal oy TepimTwon mov ol Beatég Sev yvwpilouv kabBoiov T
YAWGGA TOU TTPWTOTUTIOU 1) UTIapEN NG elkdvag kKabopilel oe peydro fabuo
TLumopel va Bewpn Bel «amoSekTi» amdS0aT, T.X. XPT)OT EEEVYEVIOUEV®V EK-
PPACEWV AVAUESH O€ PEAT) cUPPOPIaG TTIOU eKPORITOVV Evav OHOPLAGPIAO
£@nBo. O Bea TG ELGTIPATTEL TNV AN POQPOPIA IOV TOU HETAPEPETAL ATIO TNV
Tawia wg eviaio ovvoAo amoteAoVUEVO aTtd AdYo Kal ELKOVAL.

O elkdveg oL TTPOLANONKAY OTA TTAKIGLA TOV GUYKEKPLUEVOL PECTIRAA
elxav otnv mAsloPm@ia Toug PHEYAAT EVTOOT KL VATOUPAALOTIKY) QUTTELKO-
vioT TwV 'KAAT atopwv («HETAROPPOOELS» SIEPPUAIK®OV OATOUWY, VIOKIA-
vteploTikeg AMPeLs oxnvwv Blag, TAGva U cUYKEKAAVUUEVNG GEEOVAALKNG
TPAENG avauesa o€ GTopa Tou (5lov @UAOL KTA).

Y€ YevikéG ypappeg vt pEe eAsuBepila 0TO €PY0 TWV VTIOTITALOTWV KAL
KOTA CUVETIELX TOAUNPES Yo Ta oVUBatika Sedopéva amodooels. Akoua Kat
0€ TIEPITITWOELS TIOU TO TPWTOTUTIO SV €lxe TNV (81 £vtaom vioBeTBnkav
«OKANPOTEPEG» AEEELG IOV Bl CUVASOULVY TIEPLOCOTEPO HE TNV EIKOVA, TLY. -
moSoon g AE&ng “your thingy” wg «to TovAL cou»! 1 To “girlfriend” mov a-
To800NKE WG «YKOUEVA»2. O KIVUATOYPAPOG ETILTPETEL LEYXAVTEPES EAEV-
Bepieg amo TV TMAEGPAOT) OGOV APOPE TN UETAPPAOT, TO OECTLBAA aKOU
UEYAAUTEPEG, YIATI ATMEVOVVETAL GE CUYKEKPLUEVO KAL ECOLKELWUEVO KOLVO
EVW PEOTIBAA e CUYKEKPLUEVO BENQ, aKOUN TIEPLOCOTEPES KABWG amevBVv-
VETAL OE TILO TIEPLOPLOUEVO KAl EEOLKELWHEVO KOLVO.

To mepiepyo GUVERT OTIC TTEPITITWOELS KATIOLWV HKPWV ATTOCTINCUATWY
TIov §00NKAV TPOG UETAPPAOT aTtd TOUG SlopyavwTeg o€ PéEAN tns Homo-
phonia3. AutoAoyokploia voeltaln eMBOAT TIPOCWTIKWV [T SOTWV TTEPLOPL-
OUWV GTOV £PYO0 TOV TIOU EKONAWVETAL OTAV 0 HETAPPACTNG ATOPACITEL VO
TPOTIOTIOOEL KATOLX OTOLYElX pU1 appOoVTA KATA TN YVWUN TOU PE TNV

L A6 v Ttawvia Ot Kovviddot.
2 Ao v tawia O Oumaua sipat eya.
3 AopyavwTég Tou Homophonia Thessaloniki Pride.
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TPOOeoT VA «TIPOSTATEYE TO KOO AVEEAPTNTA ATIO TO TIVEL A TOV TIPW-
ToTUTOV. BAéTTOUE AOLTIOV TIWG OL «UN) ETIOYYEAUATIEG» AV KOl TIEPLOTOTEPO
€E0LKELWNIEVOL BEWPNTIKA PE Ta BEPATA KOl TO AEEIAGYLO TTOV TIPAYUATEVETAL
TO PEOTIRAA KATEQPUYQAV OE NTLOTEPEG AVOELG, TL.X. KTIOTLOG» Yl TO “ass”4, «é-
XeL Stabeom» yia to “horny” kal «otopatikd oe&» yia to “blowjob” evw ot
OKNVEG TIOU ATELKOVI(OVTAV ETETPETIAY, oV O)L ETERAAAAY, TN Xprion Slao-
PETIKWV ATTOSOCEWV.

TEAOG 6TO KOUUATL TOV (1) YAWOGLKOU OTITIKOU SLAUAOU 1] LETAPOPA VO-
NUatog pumopel va yivel pe Sla@opeTikols TPOTOUG. ATO TO TIWG 1) KAUEPA
e0TIdlel TpoPaArovTag elkOVES TTOU BewpolvTal TAUTOV OTIWGS SNUOCLA PL-
ALd avapeoa o€ OpoPUAGPIAA Levydpla HEXPL EIKOVEG-cVUBOAN OTIWG aUTE
mov elvat SnAwTtikd ™G M'KkAAT KOWOTNTAG 1) TPOCTEAACIUOTTA TWV O-
TOlWV EMAPIETAL GTO KOLVO.

AvtiBeta kol 8w @aivetal Eekabapa 1) emidpaon Tou pécov TpofBoAng
ovp@wva pe Tov Scanduras 1 ava@opd o€ OLOPUAOPIALKO @Al avapeca
OTIG TPWTAYWVIOTPLEG TNG AUEPLKAVIKNG Mainstream oelpdag Ta Pidapdkia
OXL ATTAWG BV ATEIKOVIOTNKE 6TV 000V 0AAG KOl 0TI LETAPPAOT) TOU OTA
LOTIAVIKG 1) pdon “Monica and Rachel made out” ov avagépel o TTOL wg
ovelpo Tov £ide To tponyovuevo Bpadu ywve (back translation from Span-
ish) “Monica and Rachel kissed us”.

3. XwpoxpoviKol TTEPLOPLOUOL KAl AELTOVPYLKOTI T

= Tuykekplpévog aplbuodg xapakmpwv (25-50% pkpdtepog OYkog
KEWWEVOU)

» [lavteAng éAewm emeinynoewv/ VOO UELWOEWY/ ONUELWUATWV
TOU HETAPPAOCTY

= Ytolyela TPO@OPIKOTNTAG

4+ At v tawvia O.K.
5 G. Scandura, “Sex, Lies and TV: Censorship and Subtitling”, Meta 49, 2004.
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0 ouvTopdTEPOG Kol 0 LEYXAVTEPOG SUVITIKA XPOVOG TTAPALOVTG EVOGS UTIO-
TITAov otV 006vn elval éva kat £&L SevtepdAenta avtiotolxa. H ékBeon
TOUG €aPTATAL ATIO OPLOUEVOUG TIAPAYOVTEG: 1] EKTLLWHUEVT] ToYXVOTNTA VA~
YVWOoNG TOU Kowvov, 0 SLaBEGLU0G XPOVOS Kal 0 OYKOG TOU TIPOG LETAPPMOT)
KELUEVOU. ZUVETIWG 1) LEIWOT TOU OYKOU TOU EKTIEQPACUEVOU KELUEVOU OTN
ypamt amddoaor) Tou eival oxed0v S£60UEVN KoL O UTIOTITALOUOG PEXPL TTPO-
TWoG BPLoKOTAV OTO «TEPLOWPLO» TWV UETAPPACTIKWOV 6TIOVSWV KAl Oew-
peito pia Tpaén mpooapuoyns «adaptation» kot OxL HETA@PAOT.

H emloyn va mapaieupBoiv AEEELG-TAUTIOV ATIO TO TEALKO HETAPPACUA
umopei va un yivetal pe yvouova tmyv émola 61a6eon Aoyokploiog emifeBfAn-
ueEvng amd €€wbev vTipekTiBeg 1) TNV TTPoowTIKN emBL Ui Yo «aAVOEUVES»
amoS800ELG, OAAA VU KABI(OTATAL ETITAKTIKY EEXLTIAG TWV XWPOYPOVIK®V TIE-
PLOPLOUWV.

Agdopévwv TwV cLVENK®VY éva ATIO TA TILO CTUAVTIKA GToLYElo EVOG V-
TOTITALOTY €lval 1 IKAOVOTNTA TOV va Slakpivel TTola TANpo@opia emBaAAe-
Tl va SlatnpnOel 6TO HETAPPATHA KoL TIoLA E(val EAACOOVOG oNUaciag dpa
umopel va mapaieupOe.

[Na mapdadetypa o€ mePITTWON MOV SV TTPOCEDETE KATL GTNV TIAOKT 1)
xpron s A&ENG “jerk”, autn mapainebdnke kot n @paon “I just don’t
understand why you never divorced this jerk”, ano860nke w¢g «ATA®WG Sev
katadaBaivw yatl §ev Tov €xelg xwpioews. To dTopo Tov WAdeL €xel 161
EKQPACEL TNV ATIOYT] TOU YL TOV 0VTVYO TNG YUVAIKAG [LE TNV OTIOl0l CUVOLL-
A€l, oUVETIWG 1) XPNOM NG AEENG Sev elXE KATL va TPOGSWOEL GTNV TTAOKT] Kol
TapaAelpOnke. AvtiBeta o€ GAAN TiepimTwon N (Sla AéEn o€ SLaopeTiko ov-
ykeipevo ex@opag “Get lost jerk”” ocupmepn@Onke wg amddoon oto Kei-
nevo Xtoxo «EEagavicov, kaBapuo.» e TAPEUPEPT) EPEVLVA OXETIKA LE TNV
amdédoon Twv AéEewv TaumoL Tov Pulp Fiction ota loTavikd, o Avila-Cabrera

6 Ao v tawia OAa Ooa Anuiovpynoe o Ogdg.
7 Ao v tawia AreAaouévn Zwi.
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KOTOANYEL OTL OL LLOEG TIEPITIOV TIEPLTITWOELG ATIAAEIPON KLY, oOUSETEPOTION)-
ONKAV 1) KLETPLACTNKAV» KoL ATTO AUTEG HOVO OL ULGEG SLKALOAOYOVVTAV ATIO
TEYVLKOUG TIEPLOPLOUOVGE,

[Tépa amo ™ BapVTTa ™G KABe AEENG TAUTOU KL T AEITOUPYIKOTNTA
™G ué€oa 6To Keipevo ou kabopilel ws éva Badud kal T oTPATI YLK 6TV
amddoor) G, onuacio Sivetal kal 6To Katd TOGo amoTeAEl aToLXElO TTPOPO-
pikotntag. IToAd cuxvd otov TPo@opikod Adyo Yivetal Xprorn «avmSuvwv»
VBPLOTIKWVY AEENUATWY OV «yepi{ouv» wg filler words®. H Staf3om xpnon
™¢ AEEne fuck, yua mapaderypa “What the fuck do you think I'm doing?” pe-
Ta@pdotnke we «TLvoullels 4TI K&avw;». To (8lo LloxVEeL Kat o€ xprion TG Aé-
&NG w¢ SLapopeTikd Pépog tov Adyov, T.y. “It’s a fucking big car”, mepimtwon
KAt TNV omola 1 AEEN kpiOnke Kevn TEPLEXOUEVOU Kol TIAPAAT(PONKE O-
noiwg.

Tupuewva pe tov Pedersen, To ototyelo Tov S1a@OPOTOLEL TOV UTTOTITAL-
oMo amo Ta AAAX €161 pHETAPPAOTG KL TOV KaBLoTd povadiko, eivat To yeyo-
VOG OTL TO PVULA SEV HETAPEPETAL LOVOV ATIO MKt YAWOONK O KATIOLX GAAT,
OAAG KoL oo pio pop@1 o€ pa GAAT, KaBws TEPVAE ATIO TIPOPOPLKO OF
ypamtd Adyo (2011: 11). Oa mpemel va onpelwbel mwg n fapdTnTa pLoag A€-
ENG KAl TWV GUVUTIOSNAWCEWV NG EVAL CUPWG LIKPOTEPT OTAV AUTN ELTIW-
Bel Tpo@OPIKA TTAPA OTAV EUPAVIOTEL YPATITWG OTN UEYAAN 006vn. Autd
ovpfaivel yati ol Beatég Sev £xouv e€olkelwBEL e TN YPATITY ATEKOVION
TOAAWV AéEewV TauToU 1) el81kOTEPA BwpoAoylwv 1| cuuTepiAnym Twv o-
Toilwv avtiBaivel pe TIg vOpES TOU Kolvol YpattoU AGYou.

Q01000 1 AKPLTN KoL SLAPKNG ATTAAOLPT] OTOLXELWV TIPOPOPLKOTNTAG KoL
TUPOUOLWV EKPPACEWY ATTOYUUVWOVEL TOUG XUAPAKTIPEG TWV TAVIWV ATIO

8 Avila-Cabrera, “Subtitling Tarantino’s Offensive and Taboo Dialogue Exchanges into Euro-
pean Spanish: The Case of Pulp Fiction”, Revista de Lingiiistica y Lenguas Aplicadas 10, 2015,
1-11.

9 A filler word is an apparently meaningless word, phrase, or sound that marks a pause or
hesitation in speech which may have fairly minimal lexical content," notes linguist Barbara A.
Fox, (in: Fillers, Pauses and Placeholders, 2010).
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oTolxelar SNAWTIKA TNG TIPOCWTILKOTNTAG, TOU KOLWVWVLIKO-HOPPWTIKOV ETIL-
TESOU TOUG Kal EVEEXOUEVWS TNG LBEOAOYIAS TOUG. AUTO OVGLACTIKA o Uai-
VEL TIWG OAEG OL EMAOYEG TIOU CUVTEVOUV O€ ATIOAOLPT] AEEEWV TAUTOV TIPE-
TEL VO KOG TOAOYOUVTA KAL VO UMV UTIAPYOUV OTIWAELEG GTO UPOAOYLIKO €-
mimedo.

4. Efolkelwon NG KOLATOUPAS TOU TIPWTOTUTIOU KELUEVOU |LE TO KOLVO.

* [laykooplomoinon tng KOUATOUpas, E0IKEIWON E TNV AUEPLKAVIKT
KOUATOUpQ

= Awdiktvo, MME
= ITpatnyikég Siebvotoinong —evtomolomoinong

0 Newmark (1988: 94) opilel TOV TIOALTIOUO WG TOV TPOTIO (WG KAL TIG
EKONAWOCELS TOU TIOU Elval SLAITEPES YA ULAL KOWVOTNTA TIOU XPTCLUOTIOLEL
HLX OUYKEKPLUEVT YAWOOX WG péco Ek@paonG. Emiong kat katd toug Diaz
Cintas kot Remael, Stapopetikol moALITIONOL KAl KOUATOVPEG €XOVV SlaPopE-
TIKEG EVALOONOIEG KL KAT EMEKTAOT SLAPOPETIKEG VPPLOTIKEG EKPPATELS
Kol A€€els Tapmov (2007: 196).

[Ipoxkelévou va eival kaveis oe B€om va LETAQPATEL OQEIAEL TIEPA ATIO
T 600 YAWOOES, v yvwpilel ToA) KAAG aKOUN TNV KOUATOUPX TNG YAWO-
oag-Tnyn Kabws kot ™S yYAwooa-otdxos. Kabws ta tapumol amoteAovv mo-
ALTIo KA oTolxela, SlaPépouy ouYVA amo KovAtoUpa o€ kKovAtovpa. O pe-
TaPPAoTG TIPETEL va elval g B€om Vo avTIAAUPAVETAL EAV KATIOLO TAUTOV
™G YAWOOAG KOl KOUATOUPAG-TINYN QOTEAEl TAUTTOU Kol Yl TNV KOUA-
Tovpa-otoxo. H Davoodi (2007) Sivel Tpelg mBavoTNTEG OGOV APOPA TNV
ToPATAVW SlamioTwon.

1. 0 6pog TauToL TG YAWOoAG-TNY1 S&V elval TAUTIOU 0TI YAWGOA-GTOXO0G

2.0 6pOG TAUTIOV TNG YAWOGAG-TINYT) ATOTEAEl TAUTOV KL OTN YAWOOA-0TO-
Xog
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3. 0 6poG NG YAWooag-TNyN Tou 8ev gival TaputmoV, amoTeAEl Tapumov 0T
YAWGOA-GTOXO

H mpwtn mepintwon Sev mapovoidlel kamowx Slaitepn duokoAia, ka-
Bwgs 0 6pog PTopel va LETAPPAOTEL KATA AEEN YwpPIS va TpokAnBel kdmoL0
TPORANua. Ta TPAY AT TIEPLTTAEKOVTAL WOTOCO, 0T SEVTEPT) KoL TPLTT) Tre-
piTTwon, kKabws 0 UETAPPAGTNS KAAElTAL VX TIPOPEL 0€ 0PLOUEVES ETIIAOYES
Kol ot APm amo@acewv.

Ei81kd oto B¢pa TG opo@uAo@iriag n Baker ava@épel Twe 1 opo@uAo-
@A G A£EN Sev elval 0poG e APVNTIKY ONUACIO OTA AYYALKQ, TTOPA TO YE-
YOVOG OTL CUXVAE XPNOLUOTIOLEITAL LE apvn Tk xpoldll. H avtiotoyn A&En
ota apafikd, woTtdoo, onuaivel Katd AEEN oefovaikn SLGTPOET Kal PEPEL
OUPT) APVNTIKT] XPOLA, LE ATIOTEAEG U VO UNV UTTOopEl va xpropomoinBel yw-
pis va vtodnAwvel oxupn amodokipacio. TEtolov elbovg YAwookd @awvo-
HEVA KATASEIKVOOUV TNV QVTIUETWTILON OLOPOPETIKMOV TOALTIOUWY Kol
KOUATOUPpWV amévavTt o€ BEpata Tapmo.

Ztov avtimoda, cUp@wva pe tov Chen (2004) ota ayyAika mouv xpnot-
potmotovvtal Kupiwg otig HITA mapatnpeitaln Omapin moAAwv BwpoAoxiwy
Tov oxetifovtal pe Vv opo@LAo@Aia. EvBelkTikd avagépovpe Ta eENg:
“faggot,” “bugger,” “asshole,” “sodomite,”. Ztnv Kiva wotdc0o 1 opo@uio@l-
Al 8ev Tav TowIKOTTOMUEVT. AV LUTINPXE AUTH 1 TTPOKATAANYM HEXPL TN
OTLY[T] TIOU Ol ATIOLKIOKPATES TNG AVOTG KATAPEPAV VA EVOTAAGEOLY TNV O-
no@ofia oto puord twv Kivélwv ota TéAn s dSuvaoteiag twv Towyk.

H mpoomaBeia Aotmov Tou VTTOTITALOTY elvat va SpACEL WG TIOALTIOUIKOS
Stapecorafnig, va ouveldntomooel T BapUTNTA TOU EKAGTOTE OPOL KoL

» o«

v TpooTabnioeL va BPeL AELTOVPYLKO LOOSUVAO YL VX TIPOKAAECEL TOV (510
avtiktumo. '0Aa avta BEPata VTTOKEWVTAL KAl 0TIG EAgVBEpies IOV TOV ETL-
TPETOVTAL ATIO TNV EVTOALQL.

10 M. Baker, In Other Words. London: Routledge 1992, 24.
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Ol LETAPPATTIKES 061YiES «a(POPOVV TO GUVOAO TwV 08NYLWV TTov 6iS0-
VTOL GTOV PETAPPAOTN KL TIPOoaSLopi{ouv To €806 TNG HETAPPAOTG TIOV Ot
TouTelTot KaBwg Kot Tov emikovwviako okomo» ([laplavov 2007). Tig peta-
PPUOTIKEG 001yleg Sivel oTOV PETAPPATTN 0 EVTOALQS, O AVOPWTOG OV
NTd dnAadn ™ petd@pacn kat cuvrBwe TepAapufavouy TTAnpo@opies oxe-
TIKG pe 6Aa ta Baoikd onpeia Tov TPEMTEL va An@Oovv vty Katd ) Sa-
Sikaoia ™G HETA@PAOTG, OTIWGS AUTA ava@EPONKAV TTOPATIAV®.

TV mepimTwon pag Sev uTnpxay ca@eils 0dNyles AMA®S WG YEVIKOG K-
vovag (oxve 1 Tpoomabela va emitevxOel To BEATIOTO ATIOTEAEG X VIOOETW-
VTAG TOUG KAVOVES TNG TIOALTIKNG 0p0OTNTAG. AUTO eMETEVXON CUUPWVA PUE
TOUG SLOPYAVWTES TIAPA TO OTLUTIPENY KL AKPALES KATA TN YV@UT LOG TTPO-
oeyyloelg OTIwe 1 xpnom ™¢ AEENG TEKVOOETW aVTL TOV VI0BETW aTNV Tavia
AVo avTpes Kal [l KOUVIAX TIOU TIPAYUATEVETAL TO BEPA TNG TTATPOTNTAG
HECW TIAPEVOETNG UNTEPAS ATIO OLOPUAGP LA (EVYApLA.

TéAOG Vo ONUELWOOVE TIWG O€ €va TEPLBAAAOV TTAYKOGULOTIOUEVNG
KOUATOUPAG OTIOU AEEELG KL VEOL OPOL KUKAOPOPOUV HEC® TWV KOWWVIK®DV
SIKTOWV Kal TwV evipepwTikwVv newsfeeds kat yivovtal viral o€ Taykoopio
emimedo, o uTTOTITALOTG TElvel va cupBadiel kal va vloBeTel amoS60eLg IOV
£€xouv oo SleBvomomTikd pocavatoAopd. Ot AéEelg queer, drag queen,
shemale, bisexual, gay, intersex, asexual peta@épnkav avtololeg 1) peta-
YPAPNKAV 0TA EAANVIKA TIHpA TNV UTTHPEN KAl aQVTIOTOLXWV EAANVIKWOV O-
pwv. OTwG KaL eKPpAoels amododnkav pe amevbeiag petappaon «Bynke
aTtO TNV VTOVAGTO» IOV SeV ExEL Kapia ISLWUATIKT XPOLd 0TA EAANVIKA VX
10 “come out of the closet”.

du\poypapia

AIIEAAXMENH Z(QH,. Marie- Hélene Roux. FR, 2012, 25’. Les/Aeo, Fict/MvBor.

O KOYNIAAOZ, BROTHER IN LAW. Hassene Belaid. DZ, 2014, 22’. Trans/Tpavg,
Fict/MvuBor.

0.K. / TA. Felipe Sholl. BpadiAia, 2007, 5’. MuBomAacia [AvSp. opoq.].
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0 OMIIAMA EIMAI ErQ, O OMIIAMA KI ETQ, OBAMA IS/AND ME. Stevan Lee
Mraovitch. FR, 2013, 16’. Gay/T'kéL, Fict/MvBoT.

AYO ANAPEX KAI MIA KOYNIA, TWO MEN AND A CRADLE. Florence Helleux & Smain
Belhadj. FR, 2014, 55’. Gay/T'ké,, Docum/NTtoktp.

EXQ KATI NA X0Y I11Q, SOMETHING TO TELL. Jenny Larsson. SW, 2015, 12". Les/Aeo,
Fict/Mv6or.
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Andreas Giannakoulopoulos & Laida Limniati

The Web of Hate Revisited:
Considering the European Refugee Crisis

[Abstract] The advance of technology and the World Wide Web had as a result the spread of
communication and the ease of access to information. When the book Inside Canada’s Far
Right Network (Kinsella, 1994) came out, it was a really shocking revelation to see how ex-
tremists groups were using the web in order to achieve their goals. Twenty years later the
Web of Hate takes advantage of the information and communication technologies at an un-
precedented level. Extremist groups all over the world are using the Web as a medium for
spreading their ideology. Nowadays, more than ever before, as Europe deals with an influx of
thousands of migrants, hate speech is more prominent.

On the other hand, what is worth noting is the critical view towards those who hate.
Nowadays hate has given way to “hate for those who hate”. But how far does this phenome-
non go and does it contradict the legislation regarding the freedom of speech? Isn’t it self-
contradictory to regulate someone’s opinions just because they are different from the general
public’s? The aim of this paper is to examine the Web of Hate under the shed of the European
Refugee Crisis which followed the civil war in Syria and the Middle East upheaval. The crisis
accounts for the rise of right-wing political parties all over Europe at the political level and a
significant increase of hate speech throughout social media at the communicational level.

Key topics that will be covered in this paper include:

= Examining the Web of Hate nowadays. How is the Web of Hate formed these days and

what changes have taken place during the last 20 years?

= Rules, laws and ethics that cover the hate speech in comparison to the “hate those

who hate” phenomenon. Does hate speech contrast the freedom of speech? What is
the general public’s reaction?

= Web vs IRL regulation. More specifically, what is the regulation regarding Hate Speech

and how is this applied to the Web? For instance, if someone has a hate group on Fa-
cebook, does Facebook ban the group or the group owner?

= How contemporary crises affect the Web of Hate. In the occasion of the migration cri-

sis, Facebook’s owner Mark Zuckerberg announced that they will tighten their regu-
lations regarding hate speech.

The Web of Hate, increasingly expanding from fascist and racist minorities to the larger
conservative sectors of the society, challenges the rules and ethics of modern online commu-
nities. After all, “hating the haters” just doesn't seem enough...

[Keywords] Web of Hate, hate speech, refugee crisis
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he state of Web of Hate nowadays. Freedom of speech is a field where

there is no definite approach, e.g. in a question like: “Do Nazis have the
right to promote their ideology?” even if the answer seems obvious, when it
comes to the freedom of speech the answer is not black or white. The free-
dom of speech is a right that we all have and it is protected by international
laws. In this sence, extremist groups can promote their ideology. But some-
one might argue that their ideology is something that should not be pro-
tected by the freedom of speech laws. The dilemma becomes even greater if
we consider the different laws that protect the freedom of speech around
the world.

In order to make things clearer, there are three definitions that we
should keep in mind: Hate Speech, Cyber Hate and Cyber Bullying.

Nowadays there are different definitions as to what “Web of Hate” is.
Except for the extremist ideas that it might include, the definition also in-
cludes sexism or cyber bullying. Moreover, the idea of web of hate has ex-
panded to the world of social media. There are groups for haters and there
are groups who hate the haters ending up in a circle that never ends. Alt-
hough hate speech refers to racist content, the term has expanded to other
minorities as welll.

In general though, the definition of Hate of Speech is not clear and it as-
sumes different shades in different countries and states. Even UNESCO in its
last year's report had a problem in coming up with a specific definition2. Tak-
ing into account various definitions and in order to have a common ground,
we can define as hate speech “every stance purporting to jeopardize the rights
of an ethnic, religious or national group, in clear violation of the principles of
equal dignity of and respect for the cultural differences among human

1Y. A. Timofeeva, “Hate Speech Online: Restricted or Protected-Comparison of Regulations in
the United States and Germany”, J. Transnat'l L. & Pol’y 12, 2002, 258.
2 1. Gagliardone, D. Gal, T. Alves, & G. Martinez. Countering Online Hate Speech. 2015.
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group”3.

Cyber hate refers to the hate speech online in particular and it is the
form of hate speech that is spread via electronic communications technol-
ogy, including the internet, and mobile phones (i.e SMS%).

And this is the point where the notion of cyber bullying appears. If the
hate is directed towards individuals that are not related to a particular eth-
nic, religious or national group, then this is called cyber bullyings.

According to Waldron hate speech can be both a dividing and a unifying
factor®. It unites those with similar ideology and it divides the community to
those who are inside (the ones that believe in the ideology) and those who
are outside (those that the hate is directed to). The advance of technology
and the World Wide Web have resulted in the spread of communication and
the ease of access to information. When the book Web of Hate came out, it
was a really shocking revelation to see how extremist groups were using the
web in order to achieve their goals. Twenty years later the Web of hate takes
advantage of the information and communication technologies at an unprec-
edented level.

Hate Speech is increasing rapidly and it was one of the main internet
trends in 2014. It is believed that hate speech through social media has the
potential to reach an unpresented audience, surpassing traditional media in
this respect’. Only in 2015, an increase of 4800% in racial slurs in twitter

3 0.]Jubany, M. Roiha, F. La Ligue de I'enseignement & ROTA, U. Backgrounds, Experiences and
Responses to Online Hate Speech: A Comparative Cross-Country Analysis. 2015.

40.Jubany etal., U. Backgrounds, Experiences and Responses to Online Hate Speech: A Compar-
ative Cross-Country Analysis.

50.]Jubany et al., U. Backgrounds, Experiences and Responses to Online Hate Speech: A Compar-
ative Cross-Country Analysis.

6 ]. Waldron, The harm in hate speech. Harvard University Press 2012.

70.Jubany et al., U. Backgrounds, Experiences and Responses to Online Hate Speech: A Compar-
ative Cross-Country Analysis, 4.
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per day from 2012, was observeds.

Almost a year ago, First Vice-President of the European Commission,
Frans Timmermans argued that the Commission should focus on locating
hate in other areas, meaning the world of the internet. Extremist groups all
over the world are using the Web as a medium for spreading their ideology.
Nowadays, more than ever before, as Europe deals with an influx of thou-
sands of migrants, hate speech is more prominent.

In addition, lately there is a trend of moving the “hate” from the web to
the social media. It seems that the newer the movement, the bigger the like-
lihood that it will make use of social media®. It is understandable that hate
speech online is as offensive as it is in real life, however it includes some
specific characteristics that distinguish it.

First of all, in the world of the internet there are no boundaries as there
are in the real world?0. In this way, hate speech can travel from and to any-
where. Secondly, internet provides new resources and opportunities to pro-
mote hate speech!l. The new means of communicating hate speech can be
forums, groups on Facebook, websites etc. Thirdly, some might have the im-
pression that hate speech online is harmless, due to the fact that internet
hate speech is online and does not call for immediate action!2. So in this way
it is different from the racist groups in real life, because they are just people
expressing their opinion online and someone might argue that words cannot

8 C. Miller, “Social media is driving the rise of hate crime, but it can also stop it”, 10/12/2015,
http://www.telegraph.co.uk/news/uknews/crime/11925950/Social-media-is-driving-the-
rise-of-hate-crime-but-it-can-also-stop-ithtml (accessed 05/11/2016).

9 0.Jubany et al., U. Backgrounds, Experiences and Responses to Online Hate Speech: A Compar-
ative Cross-Country Analysis.

10'Y. A. Timofeeva, “Hate Speech Online: Restricted or Protected-Comparison of Regulations
in the United States and Germany”, 256.

11Y. A. Timofeeva, “Hate Speech Online: Restricted or Protected-Comparison of Regulations
in the United States and Germany”, 257.

12'Y. A. Timofeeva, “Hate Speech Online: Restricted or Protected-Comparison of Regulations
in the United States and Germany”, 259.
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physically harm anyone. Timofeeva also gives the example of holocaust de-
nial!3. These people might claim that they do not have the same goal as the
anti-Semites, but they just want to express what they think is the truth. The
fourth point worth mentioning here is that on the internet there is the ele-
ment of permanence. Like in the world of books, once something is uploaded
on the internet, it will most likely stay there for good!*. A fifth aspect of hate
speech online is that of itinerancy. Even if the content is deleted, it might be
revived or quoted somewhere else. So it is difficult to say that something is
totally deleted in the world of the internet. Another aspect is the concept of
anonymity or pseudonymity. If people believe that they will remain hidden,
itis easier for them to express their hate, even if they hide it in their real life.
Prosecution might also be difficult in this case. Last but not least, there is the
concept of access to the victim’s own space. In contrast to more traditional
media, social media give immediate access to the victim, making the threat
more personal and hence the victim might feel more threatened?.

Another interesting trend that derives from hate speech online is the
“hate those who hate” one. This does not appear only on the internet, but it
finds there ground to grow. For instance, if someone makes a racist com-
ment (he is the hater), then the rest who are not haters, will direct the hatred
towards him, giving life to the “hate those who hate” phenomenon.

Rules, laws and ethics. Generally speaking, the right to freedom of expres-
sion extends to unpopular ideas and statements which might be shocking,
offending or disturbing. A number of human rights treaties and laws, includ-
ing the International Covenant on Civil and Political Rights - ICCPR, requires

13'Y. A. Timofeeva, “Hate Speech Online: Restricted or Protected-Comparison of Regulations
in the United States and Germany”, 259.

14 0. Jubany et al,, U. Backgrounds, Experiences and Responses to Online Hate Speech: A Com-
parative Cross-Country Analysis, 7.

15 C. Miller, “Social media is driving the rise of hate crime, but it can also stop it”.
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some states to ban hate speech. Furthermore, one specific form of hate
speech - incitement to genocide - is recognized as a crime under interna-
tional law, akin to war crimes and crimes against humanity!e.

There is a difference between USA and the majority of other countries
on how they see and face racism. For the US, hate speech falls under political
speech hence it is protected by the first amendment while for the majority
of other countries, hate speech falls under racism and hence it is banned??.
The biggest problem though lies on the fact that different countries around
the world have to cooperate in order to eliminate hate speech!8 and avoid
censorship at the same time.

As far as Europe is concerned, Germany is a particularly interesting ex-
ample. While it is set against any racial content, at the same time it fights for
the freedom of expression!®. For instance, the regional data-protection office
of the State of Schleswig-Holstein in Germany has suggested that people
should be able to use pseudonyms on Facebook, in order to protect Freedom
of Expression?20.

As far as online presence is concerned, USA and Europe try to impose to
the internet the existing standards that underlie other media. Germany ap-
pears to be less tolerant than the USA when it comes to hate speech. Of

16 W. Benedek & M. C. Kettemann, Freedom of Expression and the Internet. Council of Europe
2014, 75.

17'Y. A. Timofeeva, “Hate Speech Online: Restricted or Protected-Comparison of Regulations
in the United States and Germany”, 254.

18'Y. A. Timofeeva, “Hate Speech Online: Restricted or Protected-Comparison of Regulations
in the United States and Germany”, 266.

19'Y. A. Timofeeva, “Hate Speech Online: Restricted or Protected-Comparison of Regulations
in the United States and Germany”, 260.

20 W. Benedek & M. C. Kettemann, Freedom of Expression and the Internet, 121.
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course, this has its roots in the Holocaust and the general stigma that re-
mains from the World War 221. For instance, in Germany it is illegal to pro-
mote Nazi ideas or to deny the Holocaust. All in all, we could say that there
are two approaches, the pro-hate speech approach of the USA and the anti-
hate speech approach of other countries like Germany, for example22. In the
rest of the world the law regarding hate speech differs but again there are
those two approaches of pro-hate speech and anti-hate speech.

The pro-hate speech approach is based on the fact that people should
express their opinions freely, there is a duality between the internet and real
life and, what is more, we need to hear these opinions to know their exist-
ence and avoid them.

In the US the freedom of speech is protected by the first amendment.
Internet freedom of speech is protected at the same level as real life speech.
For instance, internet speech that is merely critical, annoying, offensive or
demeaning enjoys constitutional protection but speech that threatens or
harasses other people is not protected. As in real life, statements that ex-
press hatred of an ethnic, racial or religious nature are also protected by the
First Amendment. Even ISPs can agree to ban their users from sending racist
or bigoted messages over their services.

On the other hand, in Germany for instance, ISPs in the past had to face
the following dilemma: either ban certain sites thus supporting censorship
or, if they didn’t do that, be blamed for supporting extreme ideologies?23.

A very recent example is Lutz Bachmann, the co-founder of the anti-im-
migration movement PEGIDA in Germany. Lutz Bachmann was arrested on

21Y. A. Timofeeva, “Hate Speech Online: Restricted or Protected-Comparison of Regulations
in the United States and Germany”, 254.
22Y. A. Timofeeva, “Hate Speech Online: Restricted or Protected-Comparison of Regulations
in the United States and Germany”, 255.
23'Y. A. Timofeeva, “Hate Speech Online: Restricted or Protected-Comparison of Regulations
in the United States and Germany”, 264.
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accusations of incitement over Facebook posts in which he allegedly called
foreigners "cattle” and "trash". Bachmann accepted the charges but he men-
tioned that he would not have done these comments today?2+.

Hate speech does not exist in a vacuum, but it is usually a reflection of
the surrounding environment. For instance, in the Pre-World War II Ger-
many, the laws against hate speech were rather strict, but this did not pre-
vent the Holocaust from happening. In the occasion of the migration crisis,
we foresee a surge in online hate speech. The governments in Europe are
trying to prevent this. For instance France in 2015 was going to ask compa-
nies like Facebook and Twitter to come up with stricter policies?>.

As it has already been mentioned, it is not clear what hate speech in real
life is. Things are getting more complicated when it comes to social network
platforms, as each one comes up with its own understanding of hate speech.
For example, for Facebook, hate speech is:

Content that attacks people based on their actual or perceived
race, ethnicity, national origin, religion, sex, gender, sexual ori-
entation, disability or disease is not allowed. We do, however,
allow clear attempts at humor or satire that might otherwise be
considered a possible threat or attack. This includes content that
many people may find to be in bad taste (ex: jokes, stand-up
comedy, popular song lyrics, etc.).

In turn, Google, Youtube and Twitter are giving their own definitions which
are similar to those of Facebook.

24 Associated Press, “PEGIDA leader goes on trial in Germany for incitement”, http://big-
story.ap.org/article/0042df6eb9fc442d915c59a754bd5e4a/pegida-leader-going-trial-ger-
many-incitement (accessed 05/05/2016).

25 PRISM Project, Hate Crime and Hate Speech in Europe: Comprehensive Analysis of Interna-
tional Law Principles, EU-wide Study and National Assessments. 2015, http://www.prismpro-
ject.eu/wp-content/uploads/2015/11/Hate-Crime-and-Hate-Speech-in-Europe.-Compre-
hensive-Analysis-of-International-Law-Principles-EU-wide-Study-and-National-Assess-
ments.pdf.
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The majority of the measurements taken by the governments to counter
hate speech comes from reports by peoplezé. This is problematic in the sense
that it does not take into account that a webpage or a group will most likely
contain links to other hate content.

The problem with hate speech online is that it is very difficult to find the
source of the hate. The usual way is by filtering words or by collecting re-
ports from other users. But this is not always effective. Depending on the
country, someone can file a criminal complaint. The no-Nazi movement sug-
gests that people who are ready to file a criminal complaint should save the
evidence?’.

Contemporary crises and the Web of Hate. The massive influx of refugees
from Syria and other conflict-ridden countries to Europe have sparked
online discussions that have turned hateful in some cases. Online hate,
sometimes turns into threats against those thought to be responsible, for in-
stance politicians. Turkish-German politician of Green Party, Ozcan Mutluy,
received a message telling him, “It’s time to get Auschwitz, Buchenwald, etc.
working again - that’s where you filthy Turks belong!”28,

We mentioned the PEGIDA movement above but there are also online
campaigns starting back in 2012. As of April 2016 there were about 300 “No
to Homes” groups and there are a lot of calls to action from people who try
to pass themselves as concerned citizens2°.

The no-Nazi movement3? came up with a brochure on how to recognize

26 0. Jubany et al,, U. Backgrounds, Experiences and Responses to Online Hate Speech: A Com-
parative Cross-Country Analysis, 8.

27 C. Dinar, T. Mair, S. Rafael, J. Rathje & J. Schramm, Hate Speech against Refugees in Social
Media: Recommendations for Action. Berlin: Amadeu Antonio Stiftung 2016,
https://www.amadeu-antonio-stiftung.de/w/files/pdfs/eng_hetze-gegen-fluechtlinge.pdf.
28 BBC News, “Migrant Crisis: Germans Chide Facebook over Race Hate”, 09/11/2015,
http://www.bbc.com/news/world-europe-34220796 (accessed 05/05/2016).

29 C. Dinar et al,, Hate Speech against Refugees in Social Media: Recommendations for Action.
30 C. Dinar et al,, Hate Speech against Refugees in Social Media: Recommendations for Action.
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hate speech online that is specifically directed towards refugees and ways
to deal with it. Hate speech can take different forms. Some are more obvious
than others. For instance, dehumanization - a form of hate speech against
refugees, where refugees are equated with parasites, insects etc. - is a direct
form of hate speech. There are some more indirect forms such as jokes, con-
trasting “us” and “them” and wordings like “So am I to be labeled a Nazi just
because I ... / where is my own freedom of speech if you delete my com-
ments?”.

Those who make the above-mentioned complaints try to take advantage
of the freedom of speech and actually they do so. According to PRISM pro-
ject’s research in young Europeans regarding hate speech online, it seems
that there is an increased normalisation of the hateful messages spread
online. Many of the people that they were interviewed reflect a laissez-faire
attitude, of “being indifferent”, seeing hateful comments as jokes, minimis-
ing the impact, or linking hateful content to freedom of speech and every-
one’s right to express their opinions”31.

The no-Nazi movement's brochure suggests a lot of ways of dealing with
hate speech against refugees online, from ignoring or trying to engage in a
conversation to filing a criminal complaint32. In most cases, hating those who
hate is not an effective solution. A lot of these people who hate do not have
the appropriate knowledge and, based on their ignorance, they think that
their opinion is right. Sometimes, trying to understand them and convince
them with rational arguments and counterarguments might actually be a
more effective solution against hate speech rather than recycling hate.

Due to the increasing flow of refugees in the last 2 years, Twitter, Face-
book and Google agreed to promote a stricter policy different from their
companies’ laws and closer to Germany’s standards.

31 0. Jubany et al,, U. Backgrounds, Experiences and Responses to Online Hate Speech: A Com-
parative Cross-Country Analysis.
32 C. Dinar et al,, Hate Speech against Refugees in Social Media: Recommendations for Action.
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In Turkey, the Foreign Minister Mevliit Cavusoglu signed a protocol un-
der which racist and xenophobic acts on the Internet will be classified as
crimes. According to him, since Turkey is a state under the rule of law, eve-
ryone should respect the freedom of expression. He underlined that freedom
of expression should not insult others.

In the occasion of the migration crisis, Facebook’s owner Mark Zucker-
berg announced that they will tighten their regulations regarding hate
speech. Moreover, Microsoft, Google and Twitter had to delete any offensive
content. But, as the no-Nazi movement points out, a lot of times, hate speech
is hidden in pro-refugees groups33. It is easy to delete a group that is hateful
per se, but it is more difficult to try to delete every comment. Of course, in
this case, the administrators of the group can do that manually, but it might
take some time until this is achieved.

As long as hate speech does not have any implications in real life, the
best way to act is by ignoring it and not taking the insults too personally. The
problem starts when the online turns to offline. For instance, the Arab Spring
happened when people stopped debating online and took their debate to the
real world. Interestingly enough, it seems that even if the web tries to pre-
vent hate speech, hate is still spread.

While a lot of acts against hate speech online are taking place, this does
not prevent the hate from spreading offline. A lot of Britons voted for Brexit,
saying that one of the reasons was to prevent refugees from coming to the
UK while a referendum in Hungary showed that the vast majority of the pop-
ulation is against the European Union dictating the refugee laws. Before the
UK referendum on Brexit, the Observer had commissioned a nationwide sur-
vey into British attitudes and beliefs about Europe. One of the questions was:
“Which of the following would you say are the three most important issues
affecting the UK?”. The issue that people chose as the most problematic was

33 C. Dinar et al,, Hate Speech against Refugees in Social Media: Recommendations for Action.
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Immigration at a percentage of over 50%. Similarly in Hungary, 98.36% of
those who voted rejected the EU's migrant quotas.

What we should keep in mind is that the traditional media also started
including more and more news regarding refugees, so in a way it is unavoid-
able that everyone will know about this matter and then discuss it with each
other. Undoubtedly, internet has a huge penetration, but on the other hand,
the elderly as an audience prefer the traditional media as a source of infor-
mation. All those people that voted “no” in the referendum were not young.
This means that hate speech or a form of propaganda against refugees is tak-
ing place in other media as well.

Another interesting aspect is that although hate groups exist on social

media and on the web in general, there are more than double as many that
support refugees. Therefore, we can say that the internet does not only give
rise on numbers to the hate crime butitis also a powerful tool for preventing
it.
Conclusions. It is evident from the above that hate speech is not very well
defined and it is rather difficult to understand what hate speech is on the
Web. Moreover, the web of hate has grown exponentially in the last decades,
thus making it clear that unified regulation is needed.

The biggest dilemma presented not only to governments but to individ-
uals as well, is how to restrict hate speech online while avoiding censorship.
Hate speech online is only one form of online abuse and harassment. Europe
is currently facing the biggest dilemma due to the Syrian crisis which has led
people to flee their countries.

Social media might drive the rise on hate crime, but they are also the
ones that can stop it34. But although the internet and social media in partic-
ular have a vast target group and they can reach anyone, this is not some-

34 C. Miller, “Social media is driving the rise of hate crime, but it can also stop it”.

353



thing new and actually, this has always been the case. It is difficult for some-
one who is not a racist to change his viewpoint just because he read a hateful
post. The probability is that someone who is wavering might do so. Every
time in human history that a medium prevails, people always find their way
to get more information.

Although hating those who hate is not a solution, ignoring them is not
an option either, if hate speech seems to get out of hand. If those who hate
are just uneducated people without knowledge on the matter, hating them
will not solve anything. These people are very similar to those who waver
and therefore, a productive dialogue might actually solve the problem of
hate speech.

Of course, there are also those who have turned their knowledge to their
advantage in order to promote their racist views. Trying to see what their
intention is and ignoring them, if they seem harmless, might be the best so-
lution.

The above apply to any form of hate speech and not particularly to the
racist content. The best way of dealing with the problem of hate speech
online is for governments to pursue a common legislation that will not im-
pede freedom of speech but will give way to productive dialogue and con-
versation. In most cases, haters just do not have enough knowledge. Educa-
tion is always the key to avoiding hate spreading by hating the haters.

Even though it may sound strange, feedback from the haters can actually
be valuable. What is more, if the hater feels that his complaints remain un-
answered, there is higher likelihood that he will decide to take action on his
own.
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Aéavdpog KuplakomouAog

YmepPaivovtag To Tapmov S {w1) oTNnV psytrance
@avtaopayopio

[E¥voym] H kovAtovpa g YuxeSedkr trance (psychedelic trance/ psytrance) povotkig,
atmoTeel pépog Kat pilwpa NG EVPVTEPNG NAEKTPOVIKIG XOPEVTIKNG LOUCIKIG OKNVIG 0TS
epaviotnke otn dnuocia opaipa tn Sekaetia Tov 1980 pe to kivnua tov rave. H psytrance
LOUGLKY OKNVT] ATIOTEAEL TTPOIOV TWV TIOAAXTIAWY HETATOTIICEWVY TIOV ETEPEPAV OL avalnTni-
OELG TwV VEWV NG Sekaetiag Tov 1960 yia atoptkn eAevBepia kat ndoviopd: mpoiodv mou Ju-
HWONKE EVTOG TNG ATOKAAVTITIKNG KOl QTEAEVOEPWTIKNG Puxaywyiog TwV TEPTL Kol TWV
VAPKWTIK®V, KAl TOU vOopadiopol oTtov eEwTIoUd TG AVATOANG KAl TOV E0WTEPO (TIVELHA-
TKO) auTo. Ao To 2000 Kot HeETA, Kal TNy BeopoBETNoN Twv TAPTL oTN vuxTEPWN {wn] 6TV
I'coa g IvSilag — 1 untpkn @ryoVpa ¢ goatrance/ psytrance oknvig — 1 QoVTAGiot TOV
ATIOLOVWUEVOU, KOVTA-oTNV-@UoT Yuxededikol kapvafoaiiov «eméotpePe» otnv Evpmmm
HEoQ ATLO EYXELPNHATA HAJIK®OV QAVTACUAYOPLKWOV QECTIRAA. [Slaitepa oTIG KAAOKALPLVES
TEPLOBOUG TWV TEAEUTAIWY ETWV GTNVETAL EVIG XAPTNG PECTIBAALK®V TTPOOPLOUWYV TIOV TIPO-
SlaBétel Toug BLaowTEG TNG OKNVNG KAl AAAOUG KapvaBaAloTEG va akoAouBcouv TV VTo-
OXEOM TOV VOUASIOUOU Kal TG YuxeSEALKNG YLIOPTHG.

A&lomolwvtag TPOcEPATEG £OVOYPAPIKEG EPEVVEG TAVW OTA HEYAAVTEPA UAIKA
psytrance @eotiaA g Evpwmmng - ouykekpipéva ta Ozora otnv Ovyyapia kat Boom otnv
[Moptoyodia — emBupw va egetdow TN pépluva mou evdexopeva eKSNAMVOUV oL PETEXO-
VTEG/OVOEG YLX TOV «EGWTEPO EAVTO» KAL TIG CWHUATIKEG TOV EMTEAECELS OTIWG EL@AvileTal
TapaAAnAa pe tn StdBeon kat embupia yia omatdAn kat kapvafaiikn SlackedSaon, Kat o
OUVAPTNOT LE TOUG GUVALOONUATIKOUG OYXNUATIOUOUG, TIG ELKOVEG KaL TA EPUNVEVTIKA OX1)-
poto Tov ouvBETOLVY TNV PuxeSeAikr) @avtacia g psytrance oknvig. ZUVOLIA®VTAG KPLTIKA
LLE TLG KUPLopXEG DEWPNTIKEG TTPOOEYYIOELS TV TIAPTL NAEKTPOVIKNG LOUCLKNG KL TNV KATA-
VEAwon ouoLwV, oL 0Toleg SLafAETOVV 0€ QUTA EUTIELPIEG «UTEPPATIKOTNTAG» TIOV ETLTPE-
TIOLV TN SNULOVPYIX VEWV HOPP®V UTIOKELEVIKOTI TV, VTIOOTNPIlw TWwG 1 LEPLUVA YA TOV
£0UTO KL TO OWUA, OTIWG EKENAWVETAL TTAPEUTILTITOVTWS UE TN PECTIBAALKY] CWHUATIKY OTIX-
TdAN, Sev pmopel emoudevi va Staywplotel amd Tig peta@opég ov Samepvolv v Puyede-
ALK TEXVO-aLoONTIKY, 1) OTIO{O TTPOCOHOLWVEL TO TIPAYUATIKO 0TO psytrance cuppav avado-
HOVTAG £TOL TNV £VVOLX TOV avOpwTILvov.

[A€Eerg kKAEWBLA] TeYVO-aoBNTIKY, @avTacuayopia, KatavAwon, rave/psytrance, Samavn
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Leandros Kyriakopoulos

Transgressing the taboo of life in psytrance
performances

[Abstract] How can we conceive the cosmopolitan ideal of life so much embraced by
‘countercultural’ positions as it is aestheticized into spatialized (sub)cultural practices?
Indeed, how can we think of the bodily expenditure of energy due to the drugfueled long
lasting dancing without falling to idealisms of “alternate experiences” and romanticisms
about alternative practices?

This presentation wishes to explore the performance of psytrance festivals - a
quintessential cultural product of the Electronic Dance Music (EDM) carnivalesque
celebration, drug consumption (for the most part LSD and MDMA) and euphoric traveling of
the 1960s - with a special emphasis on aesthetics, affective belonging and the care of one’s
self. During summers, the European continent vibrates with festivals of all kinds of art and
music genres. Such tradition follows a strong genealogy of many of the 1960s movements’
desire for a utopia, even a temporary one, of an alternative aesthetic and affective community.
Psytrance festivals - a genre in EDM - are prominent within this map of European events
precisely because they embody a powerful cultural imagination of traveling and nomadism,
aesthetic difference and individual transcendence. Indeed, psytrance techno-culture attracts
people to participate in its nomadic routes and phantasmagoric practices, in ways that are
akin to ‘alternative’, ‘spiritual’ or ‘other’ ways of life. This fact coincides with the aesthetic and
affective over-determination of the psytrance event due to the audio-visual technologies and
chemical-drug consumption of the participants.

By examining the euphoric mobility in transient remote ‘dream worlds’, which has
gained great popularity after the turn of the 21st century, I wish to discuss the relationship
between the care for the inner self that participants potentially manifest during the drug
fueled psytrance carnival, and the affective formations, desiringimages and interpretative
schemes that weave the fantasy of the psytrance music culture. Contrary to most academic
literature that read in the EDM event a ‘liminal experience’ and a ‘heterotopic’ setup - a
supposedly evidence of the possibility for an out-of-theordinary or utopian site against the
everyday normativity - I will discuss the excess in consumption and bodily expenditure
within the metaphors that support the psytrance techno-aesthetics, which reconstructs the
impression of the real and the meaning of the human.
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l_[ (G UTOPOVE VA KATAVON GOV E TNV MUl katavdiwong Puxo-Sie-
YEPTIKWV 0UGLMV KAl TIOAVWPOV EEAVTANTIKOU XOPOU 0T TTAPTL NAE-
KTPOVIKTNG XOPEVTIKNG LOUGLKIG, TIAPEUTILTITOVTWG LLE TNV NO1KI| TOL EVEPOPL-
KOU KOGUOTIOALTIOHOU KL TNV TEXVO-ALTONTIKT] OVEIPIKWV KOG UWV; TTw¢ e&e-
Talovpe, SNAAdY), TNV «OTIATAAN» TWV CWUATWY 6TO CUYXPOVO TTOAUTOTILKO
ToTio TNG oV TOTIKN G PuxaywYiag, ATTOU N TTAPAYWYIKOTITA TOU ATOUOU Kol
N HEPLUVA VLA TOV EAVTO ATTOKTOUV LTIEpAEia KATA T GLYKPOTNOT TOU KO-
Bnuepvo, xwpls, OHWS, va StoAtoBaivoupe ae 18eailopovg tepl Slx@opeTL-
KWV EUTIELPLAOV KAL OE POUAVTIOHOVGS TIEPL EVOAAAKTIKWYV, KPLTIKWV 1) avOL-
OTAUEVWVY TNV KABNUEPVOTITA OXECEWV KAL TIPAKTIKWV;

2T0 TTAPOV KE(PEVO EMOVUW VA SLATIPAYUATEVT®W KPLTIKA ULOL OPLOUEVY
EPUNVEVTIKT] TIPOCEYYLOT) TWV TTAPTLNAEKTPOVIKNG XOPEVTIKNG LOVCIKNG €pP-
UNVELTIKT 1] oTolar cuvoPilel, BewpPw, TIG KUPIAPXES AVAYVWOELS TNG KOUA-
TOUPAG TOV XTULKOU rave €0pTAGUOU. AVOQEPOUAL O L TIPOGEYYLOT TIOU
Séxetat ampofAnuatioTa pa SuioTikn Slaipeon Tov Kowwviko, 1) oTola a-
VAYELTO TIAPTL O EVAV TIPOVOULAKO XWPO HEGA ATIO TOV OTIO(0 TO VTTOKEILEVO
ETILPEPEL AAAOYT] OTNV KAONUEPLVOTNTA TOV, OTNV TPOCWTILKI] TOV {wN M
OTOV TPOTIO TIOU KATAVOEL TOV KOGHO' Kal, WG €K TOVTOV, ep@avileTal va a-
ToTeAEl popéa avtioTaong 1 SLekSIKNONG VEWY HOPE®Y TAUTOTNTAG GTOV
SMuoco xwpo. O XNULKOG EOPTATHOG, TILO CUYKEKPLUEVA, AVAYETAL 0TO [i-
WU ULAG OLOVEL «WKEAVIKNG EUTIELPIAGHT OTAV OL EVTOTILEG AVAPOPES OpYa-
VOVOVTALYUPW ATTO TNV KATAVAAWOT SLEYEPTIKWV OUG LMV OTIWGS TO EKGTAOT)
(ecstasy) kat to MDMA, 1} TauTiovTal LE TNV LETAPUOIKN TWV «UETABANUE-
VWV KATaoTdoewv TG avtiinyme» (altered states of consciousness)? 6tav

1 B. Malbon, Clubbing: Dancing, Ecstasy and Vitality. London: Routledge 1999, 105.

2S. Thornton, Club Cultures: Music, Media and Subcultural Capital. London: Polity Press 1996,
60; D. Tramacchi, “Field Tripping: Psychedelic Communitas and Ritual in the Australian Bush”,
Journal of Contemporary Religion 15, 2000, 201-213, 201; A. D’Andrea, “Global Nomads:
Techno and New Age as Transnational Countercultures in Ibiza and Goa”, oto: G. St John
(em.) Rave, Culture and Religion. London: Routledge 2004, 236-255, 245.
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TPOKELTAL YIX LapTUPIEG aTtd TNV KATAVAAWGT PUX0-EVEPYNTIKWOV OVGLWV
O0Tiw¢ To LSD" mavtwe, o€ k&Be mepimtwon g epmelpiag mov odnyei o€ éva
€(60¢ «mvevpatikng taong» (spiritual healing) and v amoéevwuévn eumel-
pla TNG AOTIKNG, KAVOVLIOTIKIG 1] ELTIOPEVUATOTIONUEVTG KaO eEpIVOTN TGS
KOL 1] OTtOl0r EMITPETEL LA TILO TIATPT EVWOT] UE TOV TIAPEVPLOKOUEVO KOGIO
g@boov ouvvtovifovtal 6AoL Kat OAEG 0To (810 «vibe»4, @TIdYVOVTOS £TOL QU-
06puUNTOUVG, EPNUEPOVS Kol ATPOGSOKNTOUG 0T GUVOEST KOLWVOTIOUOUS
(communitas)s.

Tétoleg mpooeyyloelg €lval YVWOPLUES OTIG EVPUTEPEG TIOALTIOULKES
omovdég (cultural studies), kaBw¢g oL aVAAVOELS IOV TPAYUATOTIOLOVVTOL
TaVTIOVTAL PETIYLOTIKA TTOAAEG (POPEG, LUE TIG EVTOTILEG PWVEG (PWVEG TIOU
EVOWUATWVOUV TNV ALOONTIKY TOUG EIKOVEG VTIEPPATIOUOV KOL OLKELOTIOL-

3 S. R. Hutson, “Technoshamanism: Spiritual Healing in the Rave Subculture”, Popular Music
and Society 23, 1999, 53-77; S. R. Hutson, “The Rave: Spiritual Healing in Modern Western
Subcultures”, Anthropological quarterly 73, 2000, 35-49; S. Luckman, “Going Bush and Find-
ing One’s ‘tribe’: Raving, Escape and the Bush Doof”, Continuum: Journal of Media & Cultural
Studies 17, 2003, 315-330; G. St John, “Doof! Australian Post-rave Culture», oto: G. St John
(em.), FreeNRG: Notes from the end of the dance floor. Sydney: Common Ground 2001, 9-36;
G. StJohn, “The Difference Engine: Liberation and the Rave Imaginary», oto: G. St John (em.)
Rave, Culture and Religion, 19-45; T. Olaveson, “Connectedness’ and the Rave Experience:
Rave as New Religious Movement?”, oto: G. StJohn (em.), Rave, Culture and Religion, 83-104.
4 G. St John, “Neotrance and the Psychedelic Festival”, Dancecult: Journal of Electronic Dance
Music Culture 1, 2009, 35-64; I. ]. Schmidt, “(En)Countering the Beat: Paradox in Israeli
Psytrance”, oto: G. StJohn (emu.), The Local Scenes and Global Culture of Psytrance. Routledge:
New York 2010, 131-148.

5 S. R. Hutson, “The Rave: Spiritual Healing in Modern Western Subcultures”; T. Ueno, “Un-
learning to Raver: Techno-Party as the Contact Zone in Trans-local Formations», oto: D. Mug-
gleton & R. Weinzierl (emu.), The Post-Subcultural Reader. Oxford: Berg 2003, 101-117; G. St
John, “Doof! Australian Post-rave Culture»; G. St John, “The Difference Engine: Liberation and
the Rave Imaginary”; G. St John, “Trance Tribes and Dance Vibes: Victor Turner and Electronic
Dance Music Culture”, oto: G. St John (em.) Victor Turner and Contemporary Cultural Perfor-
mance. Oxford: Berghahn 2008, 149-173; G. St. John, “Liminal Culture and Global Movement:
The Transitional World of Psytrance”, oto: G. St John (emw.), The Local Scenes and Global Cul-
ture of Psytran, 220-246.
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oVVTAL PN TOPLKES XELPAPETNONG KoL SLLPOPAS. AEV TIPETEL, PUOIKA, VA IO
PaYVwPICOUUE TOV LOTOPLKO XAPAKTNPA TETOLWY, UN EUTIPODETWV TTOAAEG
PopéEg, Tavutioewv. H amodoon KelPeviKnG «eE0VGIAG» OTIG EVTOTILEG PWVEG
HECQ ATIO TNV PEAALOTIKY €Bvoypa@ia améktnoe vouLpomoinomn otn Sexae-
Tia tov 1990 péow TwV TTPOoTADELWVY ATIEYKAWBLoUOU TNG BEWPNTIKNS ava-
YVWONG TNG KOUATOUPAS TOU XNUIKOU TIAPTL ATO TLG OTUELWTIKES AVAAVOELS
Tov 6éomolav T Sekaetia Tov 19806, 'Hrav, mpdyuarty, évag TpOTOG Yo va
S00¢el éva SLoPOPETIKO VOnUa TIEPA ATIO AUTO TIOV EVEKAELE TO TIAPTL OTNV
OKOTELVT] EMAVOAT IO TN TA TNG TEXVO-ALoONTIKNG TOV?. ISlaitepa ot oLln)-
TNOT YIX TA TTAPTL TOV HoVo ko eidoug tng YruyxedeAkng trance (psychedelic
trance/psytrance) mov evéla@Epopat va avamtuiw 5w, To (TNUA TNG ETIL-
Bupiag kKaTavaAwong Kot xopol TNV TEXVO-ALGONTIKY TOU SPWIEVOV ATTO-
KTA OKOUO LEYOAVTEPT) OMUAC (A, KABWE 1) CUYKEKPLLEVT] LOVGLKT TTApAdoom
oTNONKE EVTOG TNG YEVEAAOYIAG VOUASIONOU KAl €EEPEVVNONG, TIEPLTTETELNG
KoL avaln tnong Tov eEwTkoV Kat SLa@opeTikol, OTwG 1) TEAEUTALX AvaTITY-
XONKe pUWUATIKA TIG TPWTEG SEKAETIEG ATIO TO TEAOG TOU 2° [Taykoopiov
[ToAépov. H psytrance povoikr aknvn, SnAadt, cuykpoTiOnKe eVvTOG OUTOTIL-
KWV ELKOVWV TIOU QVTAVOKAOVOAV TK OPLAL TWV VEOTEPIKWV TIPOTUTIWV TEPL
KOTAVOT 01§ TOU EXUTOV KL TOU KOO0V, KAl atn Bdom piag 8tdlovoag Ko-
OUOTIOALTLKNG TIOV OPYAVWOVETAL 0TV PUyeSEAKT aloONTIKY.

[Ip66eon| pov, Aotmoy, eival va EPTANK®D KPLTIKA HE TNV alonTikn g
(NG OTTwG ekdpapaTifeTal oTa psytrance TAPTL — 0€ AUTO TO LOUOLKO (806
IOV OVIKEL OTO PLWUATIKO TIAEY O TNG NAEKTPOVIKTG XOPEVTIKNG LOVUGLKNG

6 D. Muggleton & R. Weinzier], “What is ‘Post-subcultural Studies’ anyway?”, oto: D. Muggle-
ton & R. Weinzierl (emu.), The Post-Subcultural Reader, 3-23; G. St John, “Electronic Dance
Music Culture and Religion: An Overview”, Culture and religion 7, 2006, 1- 25.

7S. Cosgrove, “Forbidden Fruits”, New Statesman and Society 1, 1988, 44; H. Reitveld, “Living
the Dream”, oto: S. Redhead (emww.), Rave off: Politics and Deviance in Contemporary Youth
Culture. Aldershot: Avebury 1993, 41-78; A. Melechi, “The Ecstasy of Disappearance”, oto: S.
Redhead (emww.) Rave off: Politics and Deviance in Contemporary Youth Culture, 29-40.
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SMAadt| va culnTiow TV aloONTIKY TG {W1G OTIWE ETILITEAEITAL € UL KOVA-
TOUpA E0PTACTIKNG KATAVAAWONG ovolwVv (ouykekpluéva LSD kat MDMA)
KOl EVTOG EMBUUNTIKWV ELKOVWV YVWOTNG, VTIEPBAOTG, TTEPLTETELNG KL EW-
TIKWV Tpooplopwyv. 'Etol, og avtiBeon pe Tig 0ToLeg PITAALOTIKEG avay V-
O€LG TOVU KapvaBaAlkoV TTapTL TTpokpivouy TN SLa@opd Tov amd Ty Kabnpe-
PVOTNTA, ETXELPW VA EVTOTIIOW TA CUYKE(HEVA eKElVA TTOL KABLoTOVV TNV
PuxedeAikn pavtacpayopia Tpoidv Tou VEGTEPOU TEXVO-TIOALTIONOV KAl TO
psytrance mapTy, SlakOBgvpa TEXVO-aLoONTIKNG 1) 0TTOl0, LAALOTA, EVTATLKO-
motel Tov BrtaAiopd pe tov omoio emevdleTal 1 (w1 ot vedtepn emoxn. H
KOTIATAAT» TWV CWUATWY, £TOL, 1] oTtola, Tpayuaty, 8¢ pmopel va 16wOel a-
TOOTIAGUEVT] AUTIO TIG ETLOVUNTIKEG ELKOVEG TTIOU SLATIEPVOVV KL OPYAVIDVOUV
TOV XNULKO psytrance eoptacpo, (o@eidel va) yivetal avtikeipevo Siampary-
UATELONG TNV EMTEAECTIKT TNG SlAoTAOT SNAAST CLUYXPOVWG HE Evav Uo-
VIO OKETITIKIOUO YLO T SUVTTIKA TNG ATTOTEAECUATA OKETITIKLOUO TIOV TPO-
@odoteital amd, AAAA KAl ETAVATPOPOSOTEL, TN HEPLUVA TOVU EXUTOV OTNV

KkaOnpepvn {wn.

Iepi TG psytrance @avtacpayopiag. Ta psytrance TapTL CURTIUKVEOVOUV
TAPASELYUATIKE TNV TIPOBANUATIKY] TIOV ETIXEPW VA SIATUTIWOW: TIG OXECELG
HETaEY oo TIKnG /aobnTikomomong ¢ {wng kat Ty embupia Y kata-
VaAwom YuxoTpOTwv/ SIEYEPTIKWY 0VGLWV Kot EEAVTANTIKG X0po. ISwaitepa
8¢ ta Stebvn, padikd Kal @AVTACUAYOPIKA QECTIRAA, T OTOlX ApXLOAY 0T
TéAN ™S Sekaetiog Tov 1990 va amokToUV GUUPBOAIKO KEQAANLO KAl CUVAL-
oOnpatikn adia Yl Toug Kot TIG BLlowTES TNG OKNVNG, AvTaToKpiBnkay oy
emBupia yo évav aubevtikd psytrance eopTacud EMELST EVOWUATWVOLV TIG
a&leG KOOUOTIOALTIONOV TIEPT AVEKTIKOTNTAS, TAELE100 Kol yvwong. Ao To @e-
oTB&A Solipse atnv Ovyyapia to 1999, éxel edpatwbel évag @eoTIBoAKOS
Xap™¢ otnv Eup®Tm 0Twe kot o€ ToAAG GAAa pépn o€ OA0 TOV KOGUO — GTNV
NoTo Agpuk, TV BpaliAia, v Avotpaiia, Iamwvia kot aAlod - 0 omoiog
avavéwoe Vv avTikoupoputotiky (countercultural) mapdaSoon Twv @eoTIBAA
Twv dekaeTiwv Tov 1970 kot 1980 (Woodstock, Stonehenge, Glastonbury kot
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AAAWV) KoL, TIEPLOGATEPO, EMAVATOTODETNOE TNV PuXeSEALKN alaONTIKY GTOV
XWPOo TG (ATOKAAVTITIKNG) Puyaywylag HEGW TOU TEXVOAOYLKOV TG ETTOVA-
Tpoodloplopovs. H cuppetoxn o€ éva psytrance @eoTiBAA onpatvel v ava-
Ay, amo v HEPLE TWV PECTIRAAKWY, EVOG EYXELPTIHATOS VOUXSIOHOU Kol
£€ePELVNONG EVOG EYXELPTUATOG PLOKOV, TIEPLTIETELAG, (PUYNG ATIO TNV KO LUE-
PLVOTNTA KoL ATTOKOXAUTITIKOTNTOG, OTIWS TOVAGYLOTOV TO EYXElpNUA aLTO a-
TOKTA onuacia ota ovykelpeva ™G PuxedeAkns puboAoyiag. Ta @ecTBEA
Boom otV [Moptoyaiia, VooV Experience, Full Moon Festival, Indian Spirit
kot Antaris otnv I'eppavia, Ozora otnv Ovyyapia, Samothraki Dance Festival
otV EAAaSa, Transylvania Calling ot Povpavia kat ToAAG GAAQ, Exouv amo-
TEAECEL KEVTIPIKOUG EVPWTIATKOUG TIPOOPLOUOVS YLIO TOUG KAL TIG ATIAVTAYOU
BLoWTEG TNG OKNVNG TTOL eBVUN oV va TaEEEPoUVY yia va {1 Gouv TNV Q1)-
LLEPT KAL ATIOPOVWHEYT] pSytrance YLopT.

Agv elval kaBOAOV CUUTITWHATIKO TO YEYOVOG OTL 0T TAd(OWX TNG
psytrance HOUGLKNG OKNVIG €ivat TTOU KAAALEPYOUVTAL ETTLOVUNTIKEG ELKOVES
KopVaBaALo oV Kal VTTEPBATIKNG SLAKOKESAONG, OVELPIKWOV KOGUWYV KoL EEw-
TIKWOV OUTOTILWV" OUTE KL TO YEYOVOG OTL aTO T TEAN TNG SeKaeTiag Tovu
1990 vjTav Tov emSLwxONKe 1 eykadiSpuon Tov psytrance e0pTAcHoV PEoa
OO TO OALYOT|UEPO ATIOLOVWUEVO PAVTACUAYOPLKO Spwevo. ATO TOTE -
@APUOCTNKAV Ol TIOALTIKEG ATAYOPEVOTG TWV VAPKWTIK®OV Kal puBULoNG
TWV TIAPTL TTPOG OPEAOG TNG ETXELPTLATIKNG AVATITUENG TOU TOUPLOHOV TG
['koa otV Ivdia - 1 uUNTPKN @Lyolpa Kal YEVETELPA TG psytrance oKnvico.
Axopa teploadTEPO, TOTENTAV TIOV EYVAV OLOOTTEG OL ETITTWOELS ATTO TN Sle-

8 T pa ev8edeyn) avamtudn twv oxéoewv G PuxeSeAKNG psytrance alodNTIKAG HE TNV
KOUVATOUPA TwV QEOTIBAA OTwG avatttuxOnkav anod ) dekaetia tov 1960 kat émetta, BA. C.
Partridge, “The Spiritual and the Revolutionary: Alternative Spirituality, British Free Festi-
vals and the Emergence of Rave Culture», Culture and religion 7, 2006, 41- 60.

9 A. Saldanha, Psychedelic White: Goa Trance and the Viscosity of Race. Minnesota: University
of Minnesota Press 2007, 35-36.

363



v} aVayvVwPLeLLOTNTA TOVU PHOUCLKOU auToU €ifoug kal v aioctnon amw-
AE10G TNG AUOEVTIKOTNTAS TWV «TPWTWV» EKEIVWV TIAPTL oTNV ['kda 10, ATto TO
1992, kat Vv avayvwplon Tov Goatrance YoV OTWG ApyK& OVOUalOTaY 0TO
SIKTUO TNG NAEKTPOVIKIG XOPEVTIKIG HOUCLKNG, | aTod0X1] TOU NTaV TETOLX
Tov petetpePe v I'kda aTod «UVOTIKO» TTAPASELTO Yla TOVG traveler ko xi-
™m8ES OTIWG NTaV TIS Sekaetieg Tov 1970 kat 1980, o€ évav amd TOVG KOPU-
Paioug TOUVPLOTIKOVG TIPOOPLGUOVGS YLK TOUG EPACTES TWV XTUK®OV TIAPTL KAL
™6 PuyxedeAkng mepimetelas. H avamtuén tou Siktdou tng psytrance @avrta-
opayoplag otnv Evpwmm kal tov k6opo, Sniadn, £xeL dpeon oxéon pe v ai-
obnon anmwAeln ™G «ISPUTIKNG» psytrance aUOEVTIKOTNTAS Kot T pl{ooTa-
OTIKN 81ad00T NG psytrance LOUCLKNG KoL ALOONTIKNG, LE TIG ELKOVESG EEWTL-
KOU KapvafaAlopoy Tov KOIleL, 0T AOTIKA KEVTPA TOU KOGUOU.

Tty IM'koa ¢ Ivéiag giyxe mpdyuatt eykabidpubel pa mapadoon cuva-
BpolonG TWV SUTIKWVY EKTTATPLOUEVWY ATIO TIG TIEPUYTOELS TOUG GTNV AVX-
TOAY), KOL 0PYAVWOTNG TTOAVT|LEPWV TIAPTL TOUG XELLEPLVOUG KUPIWG UNVES ATIO
™ Sekaetia Tov 1960. Eival yvwoti 1 «€€0806» VoG pHeydAou KOUATOG VEWV
QIO TIG AVETITUYHEVES XWPES TNG AVOTG AGYW TOV KOUPOPULGHOU TIov Blwvay
™ Sekaetia Tov 1950. O kpLTIKOG TOL TOALTIOHOV Blovtop Pdcak (Theodore
Roszak) oto @nuiepévo tov épyo H I'évvnon tng AvtikovAtovpag (2008) xap-
TOYPAWEL TIG VOUASIKEG LETAKIVIOELS TWV VEWV EKEIVWV TIOV APVIOVTOUGAY 1
advvatovoav va avavemoouy Ta StaBéoipa, Katd KOpLo AGY0 TIPOTIOAEWIKA,
oevapLa {wrG, UE YVWOUOVA TOCO TNV XPEOKOTIN TWV UEYAAWV LGEOAOY KWV -
ENYNOEWV 000 KAL L€ TI) CUVOALKT] KPLTIKI| TIPOG TNV LoTopia TNG AVONS KAl T
TPOTLTIX TIPOOSOV, 1 oTtola EMABE pe To TIEPAG TOU TTOAEHOU. NEOL K VEEG
Twv Hvwpévwv IMoAttewwv, g MeydAng Bpetaviag, g Meppaviag kat aAAwv

10 .. Elliot, “Goa is a State of Mind: On the Ephemerality of Psychedelic Social Emplacements”,
oto: G. St John (emw.), The Local Scenes and Global Culture of Psytrance. London: Routledge
2010, 21-39; A. D’Andrea, “The Decline of Electronic Dance Scenes: The Case of Psytrance in
Goa”, oto: G. St. John (emwy.), The Local Scenes and Global Culture of Psytrance, 40-54; A. Sal-
danha, “The Ghost of Goatrance: A Retrospective”, 6to: G. St John (em.), The Local Scenes and
Global Culture of Psytrance, 55-65.
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SUTIKWV XWPWV, TIEPLPPOVIIGAV TOV TPOTIO {WT)§ TOUG, KAL UE YVWOUOVA ELKOVEG
TIVEUUATIK®V KOVTA-OTI-@UOT KOGUWV KoL EVTOG CUVALOON UATIKOV OYXNUATL-
OHWV EVHAPELAG KL TIPOCSOKIaG VOGS KAAUTEPOL PEAAOVTOG EKTTATPIloON KOV
OLKELOOEAWG 1] HEPIKWG, OE KABE TEPIMTWOT AVEAXBAV TO OUTOTILKO, O)L ALyO-
TEPO ATIOLKLAKO, EYXElpnua Ta&LS10V Kol eEepelVNONG TWV UN-SUTIKWV KOWVW-
VLWV, KoL avalli) TNoNG ULAGS TILO TIAT)POUG, ETIAVA-ILOYEUEVNS KOO UEPLVIG {wniG.
H I'kda, n omola amékmoe avedptnTeS TOTIKES apXEG To 1961 petd amd 400
oxebov xpovia IopToyaAlKG KATOXNG, NTAV ECOIKELWHUEVT] OTOV EVPWTAIKO
TIOALTIOMO KOl TNV XPLOTIOVIKN NOIK TG LW TIKOTNTOG TIEPLGGOTEPO ATIO
KGO GAAN Tieployn otV Ivéia. AdGyw, Aotttdv, TG LBLAITEPNG ATTOLKLOKPATIKNG
™G oTopiag, £ywe £vag I8avikog oTabpog Eekopacng yio Toug SUTIKOUG eK-
matplopévous. Ekel ot travelers umopovoav va aipvouv vapK®TIKA Kal va
KAVOUV YUUVIGHO, VO KOLLOUVTOL OTIG TIAPUAIEG KL VA KAVOUV TIOAUTLEPX
TIAPTL LE TNV AVOXT] TWV VTOTILWVIL,

To povokoé €idog mov ovopdotnke ot pEoa tov 1990 psytrance, (upw-
Bnke evTOG aUTOV TOL SIKTUOL KUKAO@OPIG PuX0-SLEYEPTIKWY OVCLWY, LOV-
OlKWV TACEWV, ATOEEVWTIKWY,/ ATOSEVWUEVWY TXWVIZ, NAEKTPOVIKWVY OU-
OKEVWV KoL EEWTIKWV EIKOVWYV TEEPL «UN-SUTIK®OV» TIVEVUATIKOTTWY, KOl TO
omolo og 6AN T Slapkela Twv SekaeTiwv Tov 1970 kot 1980 mepleAdpufave,
€KTOG amd Vv 'koa, To Aovdivo, Tnv Tumila kot to BepoAivo, v Komeyxayn,
To Ntitpott, v Ecaovipa kat to Katpavtol avapeoa o GAda. Me v I'koa
va yivetal, amo to 1992 xat £melta, padlkdg «vapKo-TOUPLOTIKOG» TIPOOPL-
OMOG, KoL T TTAPTL Slakvfevpa emoTTelag Kat pUBULONG, 1) QUBEVTIKOTNTA TWV
«TIPWTWV» goatrance TAPTL, SNAASH 1 UVIUN TWV TIAPTL OTIS TIAPAAIEG T™NG
I'koa pe éva povotko €idog ov Staotavpwve T évtaon g techno/rave pe
TN CWUATIKY EPTIELPIA TOV EEWTIONOV KL TOU ATTOKAAUTITIKOU BLOUATOS TNG

11 A. Saldanha, Psychedelic White: Goa Trance and the Viscosity of Race, 33-35.

12 Ta i oloonpelwtn ocv{TNomn TG YEVERAOYING TV NXWV OTNV NAEKTPOVIKY XOPEVTIKN
povoiky kat 61 g psytrance povotkng, BA. T. D. Taylor, Strange Sounds: Music, Technology
and Culture. New York: Routledge 2001.
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Katavaiwong LSD - mapttL mov kpatovoav pia eSopdda kol Tov TPy TeE-
AelwooLY apyLlav GAAa og kKamolax SimAavn] mapaiia — avty Aotmdv 1 aicOnon
aUBEVTIKOTNTAG vl TN ONKE HECA XTTO TO OALYOT|UEPO (PAVTACTUAYOPLKO (PE-
oTIBAA. Me TV akUpwaoN TG EPNUEPTIS OUTOTILAG TOU YUXESEALKOU TIAPTLOTIS
XPLoég tapaiies e I'kda, exivioe pia Siadikacia emav-e@eVPECTG TOV OF
Saom, meSLAdeg, epnUOVGS, VNOLE KAl GAAOUG ATTOUOVWUEVOUS QALK EEWTIKOUG
xwpoue. ITadaipayol travelers kat feTepavol Twv TAPTL EMEGTPEP AV OTIS X0~
PG TOUG KoL LSiwg otnv Eupmm, oTrvovtag évav xaptn @ecTIBaALKWY TTPoo-
PLOUWV GTN @AVTACIN TOU ATOKAAUTITIKOU £0PTACHOV KAl TNG YUXESEAKNG
ALONTIKNG — U @AVTAGio IOV ASUVATOVOE TiLx VA eV-TOTILOTEL TNy T'koL.
'Etot Aotmdv, amd to 2000 Kuplwg Kot ETELTA, Kol EISIKOTEPA YLK TNV TIE-
pioSo tov 2010 otnVv ool ava@EPOVTaL Ta EBVOYPAPIKA OV OTOLXELX, TO VX
avoAapfavel kaveig/xapio To eyyelpnua Tov eu@opkoy psytrance vopadt-
opov ot Bdon Tou XApTn TWV EeoTIBAA, onuaivel va SlekSIKel e@nuepa Kal
QTOCTIACUATIKA Evay TPOTO (NG IOV SLtKUBEPVATAL ATIO TA KOGHOTIOALTIKA
16ewdn Tov TagLd1ov, TNG EMAPNG LE TO EEVO KAl TNG AVEKTIKOTNTAS 0T Sla-
POPA’ KOO TIEPLOTOTEPO ONUAIVEL VX EUTIAEKETAL EVEPY X PE TNV MOV NI Q-
TIOKQAUTITIKIG YIOPTNG KAL EKOTATIKIG BLWUATIKNG EUTEPING TIOV UTTOGYETOL
1N psytrance teyvo-aontik. H tedevtaia, pdAota, Exel dueomn oxéon pe Ta
16eOM TOU KOOUOTIOALTIONOV OTIWG AUTA ATIOKTOUV onpacio oty Yuxede-
A @avtacio. H psytrance texvo-alobnTiky, TOUTECTLY O LOLXITEPOG ALXUN-
POG1XOG UE TU OTIELPOELST) APTIIOUATA KOl TLG KALUAKOUUEVES ETAVOANPELS, TA
OKOTEWA 1 WTEWVA NYOTOTIX IOV GUVOSEVOLV TOUG TIOUTIWSELS KAl EVIOTE
OKANPOUG eTAVOAAUBaVOUEVOUS pUOIOVG, AAAG KOl OL KAAELBOOKOTILKEG EYKA-
TAOTACELS KAL TA Wo@opi{ovta Tavo pe Ta eAtkoeld] potifa kat évtova
XPWUATA, T OTIO (A Kot SLATEPVOUV [ LEYAAN XAAL ETEPOKALTT YKApUX HuBo-
AOYLOV OTIWG EVaL TOV SLKOTIUATOG KOL TOU (PUAETIOUOV, TWV EWTIK®V Kal
TWV TEYVO-ETMOTN WY, CUYKPOTEITAL HECA ATTO TNV TIOALTIGUKT] U1 un avadn-
TNOoMG ToL €€WTIKOV AAAOV" 0pyavWVETAL SNAadT, oTta 6pla Tov opilovta Tou
VEOTEPIKOU 0XeSI0V OGOV aopd TN Yewypaia (To Stdotnua kot To Tagidy),

366



™ yvwon (tov capaviopo kot v aAxnueia), v kataywyn (o mpyutiBlopds
KO(L O (POVTAGTIKOG KOOUOG TWV VEPAIBMV) KoL TOV AVOPWTIO (TNV YEVETIKI] KAl
Tov Kuepvoxwpo), aTo BaBUO IOV AVTAVAKAR EKEIVES TIG ATIOTIELPEG ATIOSPA-
o7 ATo TN oPaAlpa EMLPPONS ToV oxedlov auTOoV.

KaBwe n psytrance texvo-aloOnTIKN avtamokpivetal otnv avadlopyd-
VWO TOU QVTIANTITIKOU UvNUOVIKOU TIov ocUUBaivel pe TV Katavaiwon Yu-
XOTPOTIWV OUCLWV Hag SelyVeL (xvn amd v uvnuovikn SeEapevr) Tov TPoo-
Sotel Tov aloBnTiko opiovta ™ PuxeSeAkns @avtaciag: Evav KOGUO TIOAV-
XPWLO, OTIOV TA TEPLYPAUUATA TWV AVTIKEIMEVWY KUHATI{OUV Evav TIEpAv-
TOU-EAEYYOV-TIPAYUATIKOV OTIOU TO UTIOKE(IEVO pabaivel va a@nvetal ot
POT] TWV TPAYUATWYV, OTIOV TOL 0EVVOVTAL OL LGB OELS KL £TOL UTTOPEL VAL Kot
TOVOT)OEL KAAUTEPX TOV KOGUO, VA VTIEPPEL TIG KOWWVIKEG VOPUEG KAL VX ETTL-
KOWVWVTOEL HEGW TWV TEXVWV. AV 1] psytrance TeXVo-aloBNTIKI| £XEL TNV IKA-
VOTITA HECW TWV OTTIKOAKOUGTIKWV KOL AAAWY TEYVOAOYLWV EYKATACTAOTG,
VO ELOAYEL TO UTTOKEIIEVO TNV (PAVTACHAYOPILX TOV psytrance ovelpOKOG OV,
elvat eTeldn xepiletal Tig aotnmpLeg mpooANPeLls ot BAon Hag avTIANTITL-
KNG UETATOTIONG XNUKA TIPOoKANBeiong — 1 uvnun ¢ omolag yivetat Sia-
VOT)T1] EVTOG TWV VEOTEPLKWY (PAVTACTUATWV.

Iepi T psytrance ateONTKNG ™G {WNG. O EMKAAETT® TO £PY0 EVOG
EIKAOTIKOU KOAAMTEX VN YIX VA EETACW TOV BLTAALOUO UE TOV OTTO(0 ETEVEV-
etaLmn {wn otV PuxedeAtkn puboAoyla MWOTE HETA VX CUVEECW TNV PAVTA-
ola vepBatikdTTAG pe TNV emBLpia OTTATAANG OTWG EMITEAEITAL OTA
psytrance Spwpeva. e kKaBe mePITTWON, 1| AGONTIKN TOV KOGUOU — OTIWG
yivetal avtikeipevo avamapdaotaons amo tig Kadég Téxveg - Sev pmopel va
QATOCTIAOTEL OVTE AT TIG ELKOVEG-TIPOTUTIA TIEPL OUTOTILKWV KOLVWVLWV OUTE

367



ewova [aplotepd]:

To main stage tov
@eoTBaA Ozora 2013.
dwtoypagia: Jozsef
Bedenek.

atd ™ PépLUva Yo Tnv opBoAoyikn ekpdadnon tov vmokepévov. O Tépu 'H-
ykAetov (Terry Eagleton) otnv epyacia tov yiax v IdeoAoyia Tov AtoOnTi-
kov (2006) koL TNV CUYKEWEVODETN O™ TNG ALOONTIKNG — TNV TEYVN KAl EUTTEL-
pla Tov wpaiov - eival TAPATIAV®W ATIO CAPTG YLX QUTH T OXECT OTIWS AV~
TTUXONKe 0T AVon amd tov AlawTiopd kal émettald. H Stadektiky ava-
mtuén Twv Kadwv Texvwv, vmootnpilel, opyavwvetal 6ty BAoT TOU VEOTE-
PLKOU TIPOYPAUUATOS XAPTOYPAPNONG TWV BLOUATIKWV TPOTIWV EUTIELPLAG
Tou kOapov kat (0pBo)Aoyknic Toug avamapdotaong. H Zovlav Mmak-Mopg
(Susan Buck-Morss), oto keipevo g AtoOntikn-avaiofntiky (1996), mapo-
pola B vroonpiel TwG N onpacio ™§ aleONTIKNG oTig TEYVeEG Staxwpile-
TOLATO TNV ALoONTIKY) WG VALK EVOAPKWOT] TWV TIAPACTACEWY TOU KOGUOV,
KL GUYXPOVWG 1) «aloBNTIKN» (WG oNUELWTIKN) YiveTal avTikeipevo emava-
SLATPAYUATEVOTG ATIO TIG VEOTEPEG-VEOTEPLKES TEXVIKEG KAL TEXVOAOYIES Ka-
0w¢ emepPfaivouv otV MPAYUATIKOTNTA 011 Bdomn evdg oxediov: «Ekeivo

“wr

IOV (PAUIVETAL VA YO TEVEL TOV GUYXPOVO “GvBpwTo” o€ auTtov Tov pibo [tng

13 T. Eagleton, H I§eoAoyia Tov aioOntikov, pte. £ Pnyomoviov. ABvva: lloAvtpomov 2006.
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QUTOYEVEONG LEGW WLAG LBEAG] EIVaL T VAPKLOGLOTIKI] QUTATIATT TOU OAOKAT-
PWTIKOV EAEYYOL»14 Ba TIEL AYUN P, EEKIVOVTAG TNV TEPIPNUN ouvljTnon
NG YL TNV LOTOPLKT ELPAVLOT] TNG PAVTACUAYO P0G KAL TN OXECT] TNG HE TNV
QVTIANYM TIPAYUATIKOTNTAG KL TOV TEXVIKO XELPLOUO TWV ALTONCEWV.

To £pyo Tov apepikavo eikaaTikoL AAeE I'kpél (Alex Grey) Seiyvel mapa-
Selypatikg, 0ewpw, TN oX£0M TOL VEOTEPIKOU 0XESIOV ETLUOPPWONG/aAvVaudp-
(PWONG TOV VTIOKELUEVOU e TNV PuyeSeAk) aloONTIKN, 1) oTrola atoTeAel Kal
TO TPATUTIO Yl TNV 0pYAVWOT] TV TEPLBAAAOVTOAOYIKWY EPEBITUATWY OTO
psytrance Spwuevo. O T'kpél Sev elval amapaitnTA EPTAEKOUEVOS LE TNV OLKO-
VOO TV TAPTL KL TNV aloBNTIKY A0YLKT) TNG psytrance HOUGLKNG OKNVIG.
Eivat dpwg évag ato Toug A0V EVOEPLOUG UTIOGTIPLKTESG TOU SLUPWTIOTIKOV
TPOTAYHATOG TNG PUXESEAKNG AAT|OELOG KL, VIO QUTO, ATIOTEAEL TIPOCTWTILKO-
TNTA TIOV YapEL UEYAANG EKTIUNOMG GTOUG KAl TI§ BLHOWTEG TNG psytrance
HovaKNG. To TAPAKATW ATMOCTIACUA ATIO PLX TIPOCQAT GUVEVTELEN TOU &l
VO EVOEIKTIKO TOU EYXELPTUATOG TOU VA ETTAVEKKIVI)OEL TO GXESLO TOV Sl w-
TIoHOVU péoa amo TN YPuxXeSEAKI| HETAPUOLIKY:

Ymdpyet pa aAymukn Stadikacio emovAwong oe €EEAEN, Kot
auTO Selxvel TPO0S0 o€ aX£0T LLE KATIOLES ATTO TIG TIPOTEPES Bpup-
HaTIOUEVES evaoBnoies, 6Tws Tov [Tikdoo (Picasso) 1} tov [T6Aok
(Pollock). Ztn véa pov 80VAELR, CKOTIEV® VA TIPOYXWPT|OW T1) LETA-
a1 ynon g {wypa@ikng, kat va emdeifw pa vepBatikn, 116m
Sl WTIOPEVT KATAOTAOT) PLKTG SIACVVSEGIUOTNTAS, TIEPX ATIO
TNV Kavovikny cVAANYM Tov XPOVOU Kal TOU XWPOU, 1) OTIoLx Evat
1 TNY1| TG ETOVAWOTG KAL OTIOV TIOAAO{ ETIIOKEMTOUAOTE EVW PPL-
okopaote o€ TPLT. O 1Beda To £pyo pov va eivat oav evag emide-
OLOG 0TO GUAAOYIKO pag PuyLopots.

14 S, Buck-Morss, “Alodntki-Avaiodntikn: M emaveéétaon tov Walter Benjamin ywa to
épyo téxvng”, ut@. @. Tepldxng & M. Zmupi8axng. lMAavddiov 23, 1996, 349-384, 353.

15 0A6KANpN 1 ouvévtevdn Bpioketat ot StevBuvon http://alexgrey.com/press-media/in-
terviews/trip-magazine-summer-2002/.
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Ta dpla ™G TéEYVN G LTTEPParivouy, TPdyUATL, TOV OKOTIO TNG AVATIAPAOTA-
01§ UE TOV «QUOTNPO» TIPOCAVATOAGUO TNG ATEIKOVIOTG TOU TIPYHATIKOV,
OTAV TO «GOK» ATIO TIG ALoONTNPLEG LETAPBOAEG YIVETAL TIPOTWTILKO EQPAATIIPLO
yla TNV eKTAiSEVOT] TOU KOGUOU O€E HLA VEX KOGUOTIOALTIKT NOWKT). AKOpHa Karl
N Mmak-Mopg 6tav £0ete o€ SlepwTNomn Tov POAO TNG TEXVNG WG «XLoONTIKNG
eumelpiag» ov Slaywplletal amd TV TPAYUATIKOTNTA, KOL TN OXECT TNG UE
TNV 0PYAVWOT) TNG PavTaopayopias (wg tnv embédLa Texvikn Slaxeiplon Twv
aenoewv) Sev @avtaloTav WG oL AVTIANTITIKOL LETAOXUATIOUOL ATt TNV
HEDT TWV PuXOTPOTIWV VAPKWTIKWY Ba cuyKpoTovoay £va aloBnNTIkd Tpo-
TUTIO YlA TOV OXESLHOUO EVOG OVELPOKOGHOU TIOU Ba aVTATIOKPLVOTAV OE [
ovTtoTialé, To péAnua tov I'kpét va Seléel «to otkovpevikd TagidL Tov AvBpw-
IOV HECQ ATTO TNV APTYNON TNGS BEPATIEIAS KL TNG (PWTIONG»L7 GUUTTUKVWVEL
QUTOV aKPLBWS TOV POUAVTIGHO 0 OTIOLOG KAL EVTOTI(ETAL GTNV OTTOKAAUTITIKY
Pruyededkn) aoON Tk 8. To avBpwTOKEVTPLKO TOV EVELAPEPOV, HAALOTA, OV-
VadeL pe Vv Puxededikn @avtacio tng a@UTVIONG, 1) 0OTIolX Kol EKKLVEL LE TLG
EVTUTIWOELG ATIO TNV KATAVAAWGT YUXOTPOTIWV OUGLWV.

To 6UvoAo oxeSOV TWV £pywV TOL I'kpEL elval CWUATOKEVTPLKA. T TETOLO
BaBuo, Ao TA, IOV 1) GTIAGTIKY] TOU TEXVOTPOTIN (PAIVETAL VX AVATITUGOE-
T £TOL WOTE 1) avOPpWT(LV)OTNTA VAL AVTATIOKPIVETAL G L OLKOVUEVLKT] AO-
yua). H ykadept tov Statnpet ot Néa Yopkn kot £xel AaBeL to dvopa Cham-
bers of Sacred Mirrors (Kapapes twv lepwv KabBpeptwv) @rogevel tig Svo Ba-
OlKEG oElpEg Epywv Tov «lepol KabBpeptesy» kat «IIpoodog g Wuxno». Ty
TPWTN O€1pd, 21 TiVaKES avamaploToUV TIG PUOLKES, LATPLKES, PUYIKEG, TIVEL-
HOTIKES KoL, TPOTIOV TIVA, EVEPYELAKEG TIOLOTNTES TOU AVOPWTIOL G€ (PUGLKOV

16 S, Buck-Morss, “Alodntiki-Avaiodntikn: M emaveéétaon tov Walter Benjamin ywa to
£pyo téxvng”, ut@. @. Teplaxng & M. Zmupidakns. lMAavédiov 23, 1996, 349-384, 363.

17 http://alexgrey.com/press-media/interviews/trip-magazine-summer-2002/.

18 O St John ka&vel P TOAV gvoTOXN AvdAvon TG psytrance aloBnTikng otn Bdon Twv amo-
koAuTTikwv (millennial) kat ameAgvBepwTIKWOV PNTOPKWOV Kal agnynioewv. BA. St John G.,
«The Difference Engine: Liberation and the Rave Imaginary».
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UEYEBOVG CWUATA TIUPOVCLAGUEVN OE AVATOLKT 6TAGCT 6TO TIPOTUTIO TWV LA~
TPIKWV ATEIKOVIGEWY" oav Eva €160G AvTAVAKAAOTG TWV LOLOTHTWV TOU Ov-
BpwTov Tov avTikpilel 0/M BeATNG OTAV OTEKETAL EUTIPOG TOUG. ZTNV SeUTEPN
OELPQ, OL TIIVAKESG EVaL TILO APNYNUATIKOL, OUWG £5{00V CWUATOKEVTPLKOL. X
aUTOUG PAIVETAL 1) TUTILKN TexVOTPOTIia Tov ['kpéL KaTtd TV oTroia amovoLd-
{ouV Ta EEWTEPIKA XAPAKTNPLOTIKA EVM® T TIEPLYPAUUATA TNG KAOE PUGIKTG
1} TIVEVUATIKY G TIOLO TN TAS S1AcTAUPWVOVTOL SLaxwpllovTas AAAG Kol GUVEV®-
VOVTOG TA ToKAx cuoTtuata mov apbpwvouy v avBpwTiv ovtotnta. Ot
QUPMYNOELS EIVAL ATIAEG KOL ETIKEVTPWVOVTAL O€ YVWOTES, OTEPEOTUTIEG GUL-
BoAlkéG TapaoTdoEelS: Ml 0lKOYEVELD, Eva {EVYAEPL TTIOU PALETAL, TO GUUBAV
™G YEVVNOTG, Eva TSI TToV TIailel kabwG KAl APXETUTILKEG 0TV AVoT @Lyov-
PES BLAPWTIOUEVWV OTIWG elvat 0 XpLloTog, 0 Boudag, o capdvog, kat AL TTpO-
owTa oV Stadoyifovtaln Tpooelyovtal ‘OAd AUTA TTAPLOTAVOVTAL LEGH ATIO
T LOPLAKA AETITOUEPT], LOPPOKAAOUATIKA, 0XEBOV, TAEYHaTH TOU T'kpEl, Kot
ouMbwg péoa o€ pa Tavdatoia xpwUATwv Tov VTodeixvouv 1o Pwe KaL TV
Ocikn Ayamm.

Agv glval Tuyaio Tov oxedoOv o€ 6AA TOL T £pyA, 0 AVOPWTIOG ATELKOVI-
(et xwpis Tpdowo. H mapouasia Tou TpoomTou aivetal va TipoKpivel )
SLAPOPA KAL VAL AKUPWVEL TNV OLKOVUEVIKT SLAGTACT) TIOV ETXELPEl VA EYKA-
B8ploel wg peta@uokn aAndela. Amevavtiag, To cwua gp@avifetal da-
oLVSeSENEVO e TO TIEPLBAAAOV HECW TNG AVATIHPACTACTG TWV TILO ECWTEPL-
KWV, KPUQ®V 1 aATTOKPLUP®WVY CUCTNUAT®WY aUTOU, TA OTola SLaTaupwvo-
VTAL O€ VO VPV OLKOVUEVIKO TIAEY e TTp&y Ty, 1) @AVTAC O TNG OLKOUUEVL-
KOTNTAG TOU avOp®TOoU HE TN SuvatdTa Yl SteoVveon, amekovileTal
HEOW TWV GUYXPOVWV AVATIHPACTATIKWOV APNYCEWV TOU CUCTIIATOG KAl
OLVOPEVEL AOONTIKA LLE TA AVTIOTOLY TOL KUPBEPVOXWPOV, TOU SIKTVOU Kol
™G evépyelas. H ovaia tou avBpwtov yivetatl aviikeipevo apnynong uéow
EIKOVWV TOV GUGTIUATOG, KAL WG GVGTNUA, Kl (0w KHAVTEPQ, UE TOV TPOTIO
TOU GUOTIHATOG: TN SIKTUWOT] KL T1 GUVSEDT] TWV OVTOTHTWV O £VX
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ewova [e€id]:
Alex Grey. Empowerment (1985).
www.alexgrey.com. i

mAéypa. Katd autov Tov TpOTo, | YAWSO TOU SIKTU0U ETKUPWOVETAL WG N
KOWWVIKI YAoK Tov Pmopel va cUAAGBEL TO Slamepatd TOU ATOUOL Kot
VO EKPPACEL TIG TIAYKOOULOTIONUEVEG TOU SLXOTACELS, AL Kal va uTtepPel
TOUG EYKOOULOVG (TOALTIKOUG) SLXaoHOUG KAOWG EVOWUATWVEL TNV OUTOTIA
HLaG BaviKNG 6UVSEOTG IOV TOVAGYLOTOV GTNV psytrance @avTaciwon ev-
OOPKWVETAL LEGA ATIO TNV EVIUTIWOT TOU «Vibe»' Tnv evtimwor evog alobn-
NPLAKOV GUVTOVIOUOU YMUIKA EVICXVHUEVOU, KAL EVTOTILOUEVOU 0TOV Babuo
EUTIPOBETNG €vB00MG oTA PUBIKAE NYOTOTIA KL 0 0TIO{0G GUVTOVIOUOG B
ETMOVAWOCEL TO «TPAVHA» TNG SLXPOPAS Kol O AUTIVICEL TNV UVIUT) AVEKTL-
KOTNTOG pEoa Ao To TS

H amokaAumTiky oA 0eia g PuxeSeAK§ EUTIELPING TTPOOTSEUEVT) OT) pE-
YAAN a@nynon Tov SIKTOoU YIVETL £va TIPOVOULOKO TIES(0 YL TNV ekuddnon
QUTIG TNG VEXG KOGUOTIOALTIKNG. To vTtoKEievo Bewpeitat Kot avTIpeTwmile-
TaL, TOOO WG AVATIAPACTATIKO SlakUeupa 660 Kt wg BeAT, LKAVO Vo ava-
AGBel Tov uTIEPPATIKO POAO TNG TIAYKOOGULOTIOMMEVNG pHovadag. H téxvn Tou
T'kpél, SnAady), EVOWPATWHEVN 0T YVWOTIKY KAl aloOnTIKY Tapadoon g
PuxeSEAIKNG KOVATOUPAS, AVATIOPLOTA Kal SLATAGDEL Eval avBp®OTIVO GO
ETIPOPTIOUEVO e TNV a&lwon TG ameAeVOEPWONG ATIO Ta OPLA TOV AAA KAl
oVVSEOGNG TOV E TOV KOG O, HEoA ATIO TNV EVTAEN TOL o€ évav Xaptn Blodoyt-
KWV KL TIVEUHATIKWOV SLadpopav Kat powv evépyelag-Suvaung. Emavagépo-
VTOG TO OWUA GTN VEOTEPLKI] ATTOGTOAT TNG SLAUPOTIONG LEG® TNG ATOULKNG
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ewova [aplotepd]:
Alex Grey.
Theologue (1986).
www.alexgrey.com.

OTOKQAVTITIKNG eptelplag, N PuyedeAikn alobntikny To kablotd «lEpoO»
(sacred), £Tol 0TIwG xpnopoTolel Tov 6po 0 PLA6G0PoG TTOPTIL0 AyKAuTEV
(Giorgio Agamben). '.a Tov Aykaumev - o omoiog e§etaleL Tnv ovyxpovn Plo-
TOALTIKY StakvuBépvnom pe Bomn TNV VOULKO-TIOALTIKI] GUYKPOTN OGN TOU UTO-
KELWWEVOU OTT] VEOTEPIKOTNTA, SNAAST) TOUG OPOUG PE TOUG OTIOIOVG TO UTIO-
Kelpevo kabloTatal «avolyTo» oTnV TOALTIKT EMEUSACT) — TO OO XAPAKTT)-
piletat Lepd oTAV evtomileTal o€ P o@aipa «SImANG eEaipeong». Q¢ edio
avVa@OpPAg TNG ATOKAAVTITIKNG PuxeSeAkn g aAnBetag, SnAady), ep@avietat
1600 WG KABNUEPLVO, EKTITWTO KAl ATAISEVTO, 000 KAL LKAVO VO AVAKTIOEL
™ Suvn Tk Tov AGuym péow TNG 0ALKNG WUXESEALKNG YVWONG, EKQPACTH
™G omoiag amoteAel o I'kpél. To CWUA LEPOTIOLEITUL EQOCOV EVTACTETUL OE
UL TIOALTIKT) {@VT) TIOU KAVEL SLAVON T TNV ATTOKXAUTITIKT TOV SLAGTAOT KO-
Bilotatal lepo kaBw¢ Tov Tpoodidetal TeplocdTeP (w1 A6 G0N «PUGLOAO-
YWKG» €XEL

TN @awopevoAoyia TG aednTikng ¢ {wns tov Alex Grey, pmopolpue
va 600pE TOGO TA KOOUOTOALTIKA L8EWSN ToU SLaTePVOUV TNV KOUATOUpX
™G psytrance POVGIKNG OKNVIG, 0G0 Kal TIG EMOVUNTIKEG EIKOVEG ATIOKOAL-
TITIKN G UTEEPPLAOTG KAL EVPOPLKNG TLV-EVWOTG IOV €TLSISovV cuvaleOnpa-
Tk ol 6TOV YMUIKO psytrance €0pTACHO. AUTEG Ol OYECELG ElVaL TIOU KO-
VOUV TNV ATOKXAVTITIKY PUYeSEALKT] aAN|BELX VO GUVOPEVEL YEVEAAOYIKA E
™V psytrance Puyaywykn texvo-aontikn. Mmopolue emiong va @avta-
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OTOUUE TI§ TAUTIOELG IOV EVOEXOUEVWG YiVovTal HETAED aKadUATKWY EPUTN-
VEUTIKWV KOL EVTOTILWV PNTOPLK®V TrEpl VTTEPBAONS KAl EVAAAAKTIKOTNTOG.
ZTov KapvaBaAlko xwpo ToU TAPTL «1) UTTOKELLEVIKOTN T eapavileTal, ovy-
XWVEVETAL E TO TIEPLBAAAOVY, PE aUTO IOV Ba pTtopovce va cuAANPOEel wg TOo
“@AA0” [...] kol €T0L, (ot CUYXPOVY HOPEPY] TIVEUUATIKOTNTAS ETITUYXAVE-
Tow 9. To KapvafoAikd CWUA EVTOTILOUEVO GTOV KEVEPYELAKO» TOTIO TOU (PO~
VTOAOUOYOPLKOU QECTIRAA KOl CUPPAUUEVO GTOUG psytrance pnxaviopouvg,
EUEVITETAL VX CUVSEETAL [LE LO TIVEVUAITIKT] HEPLUVA YLK TOV EAUTO, TNV O-
Ol ETIIKUPWVEL HEGW TNG OTIATAANG: TNV KATAVAAWGT] OUCLWV KoL Tov e&a-
VIANTIKO X0p0. H TeAeToUpYIKY omatdAn, SnAady), Tavtietal ue mv Yuye-
SeAikn vepBatikdOTNTA. ATIO TNV GAAN LEPLA, OUWG, ATIOGLWTIELTL 1] OLKOVO-
uio Tou GLUTOGLACHOV" 1) OXECT TNG OTATAANG UE TNV aioBnom PETPoU Kal
TOV QUTOEAEYXO OTNV KATAVAAWOT' SNAAST 1 LEPLUVA VLA TOV EAVTO OTIWG
OPYOVMOVETAL GTOV TTOAVTOTILKO GUyXpOVO KOGHO IOV GUUTEPAXUBaveEL Té-
TOLEG EOPTATTIKES (PAVTACUAYOPIES.

Mepl okeMTIKIONOU Kot pépuvag. Oa 1dela va polpaocte éva bvoypa-
OLKO TP ASELY LA TIOV AVASEIKVUEL TILOTEV W, TNV ETTEAECTIKY SLAGTACT QU-
™G TS aloBnong LETPOU HAAA KAl TOV OKETITIKIOUO YL TO BEapa TG UTIEP-
HETPNG KATAVAAWGTG — OUVONKEG TTOU GUVALVOUV GTNV OLKOVOUIO TOU
psytrance cupmociacpov. H e€étaon autol Tov avactoxacpol Oa pog emt-
TPEPEL VA ATTOKEVTPWOOVIE TNV PNTOPLKN TNG LTEPLAONS Kl va oulnTi-
OOUUE TA (XVN TNG ALoONTIKNS TNG (NG IOV EYYPAPOVTAL GTO UVTUOVIKO O
ouveidnto. To mapaderypa ov BEAW va avamtuEw a@opd pia cu{ TN oM oV
elxa KAveL Pe évav cUVOLIANTN Kot @iAo pov oto Ozora to 2009, éva amd Ta
TAEOV NULOUEVA EVPWTIATKA PECTIBAA TIOV YiveTa kaBe xpovo atnv Ovy-
yapio. Tviploa To GUYKEKPLUEVO ATOUO GTO AEPOSPOLO KATA TNV APLEN HaG
amd v ABNva 6Tov, pe pa evplTEPN TAPEA, AVA{NTOVCAUE UETAPOPLKO

19 H. Rietveld, “Ephemeral Spirit: Sacrificial Cyborg and Communal Soul”, oto: G. St John
(emw.), Rave, Culture and Religion, 45-60, 45-46.
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HEoo yia To PeaTIBAA. O (8106 giyxe TallbéPel pe T cVVTPOPO TOV Kal, padl
ue Vv (6la, amoTéAEcav TOUG TILO VEAPOUS GUVOIANTEG TTIOU €l € OAN TN
SLapKeLx TNG TTOAVETOVG EPEVVAG OV’ )TV Kal oL Svo Tepimov 25 eTwv kal
(POLTOVONV OE TAVETLOTNULAKEG OX0AEG 0TV ABMva. L€ CUVAPELX UE TNV €-
PYUEPT] XPOVIKOTNTA TWV KAAOKALPIVOV LG «EEOPUNOEWV» KAL TO TEXVO-
TOALTIOUKA GUU@PATOUEVH TOV PEOTIRAA, 1| @Ala pag yevwnOnke amd v
KOAT TTapéa TToL KGvape kot eEavtAnOnke ota TAaiola ekeivou Tov TaLdLov.

H veapn nAkia Toug, TavTws, eV TOUG EPTOSIOE VO AVATITUEOUV OLKELO-
NTA TOOO LE TNV OKNVN TNG psytrance 660 KAl UE TNV QECTIPAALKT KOUA-
Tovpa. Aev eivarl kabBoAov acvvrBloto autd. Tnv mepiodo peta to 2006,
KOTA TNV 0TIola yvwploav Kat ot Suo Toug Tnv psytrance @avtacpayopia, ot
SLaSpoPEG, KoL 81 0L KOAOKALPLVES, GTOV XAPTT TWV PECTIRAA elxav ATTOKTY)-
OEL HEYAAT (NN KAL pLa OXETIKN padikotnTa. Tnv mepiodo Tou Toug yvw-
pLoa, LAAloTa, eiyav 1161 AL o€ TAVW ATIO SEKA PEOTIBAA o€ SlaoTNuUA Al-
YWV HOVo eT®V. ‘OTIWG 0 CUVOUAN TG KOV, LoV EELCTOPTNOE KATIOLX OTLY T,
70 2007 éxavav éva Sipnvo @eoTIfaiiko «road trip» xwpls va to £xouvv oxe-
Sudoel Eiyav Eekvnoel anod to Voov g Feppaviog pe pio peyaAn mapea ta
HEAN NG oTolag eixav, wg el To MAgloTOV, YVWPLOTEL EKEl. ZUVEXLOAV GTO
Full Moon kat amno kel 6to Ozora oty Ouvyyapia, amd 6TIOU KAl GUVEXLOAV
yia v [optoyadia 6mov katéAngav, LETE amo kAol GAAA PEOTLRAA, 0TO
Freedom Festival. Eixe pali tov 600 pmovkaidkia pe vypd LSD to omoio
TIOVAOVOE T PEGTIRAA. Me Ta yprpata tou £Ryade, @POVTLLE YA TIG LETA-
KLVT|OELG KOL TO ELOLTPLA TOVG. ‘OTIWG LoV aVEQEPE:

Ye kabe @eoTIBAA pelwvOTAV 1) TTapéa. TO TEAOG HEIVAUE LOVO
oL 800 pag. Aev To Eavakavw Opwe. [ToA) «kadiipo» tavn @eao.
2to Freedom eiya 40 mupeto. 'EEw va kaive ta mavta pe 40 Bab-
novg KeAolov, kat eyw va €xw mupetd. PAépa kat advvapia ot
Oonuelo va TPETEL VA TTAW VOGOKOME(D. Agv TNy TEAKA, QAL
ato ToTe £xw acOpa. Nopilw mwg é@Tatyav Ta ToAAA Toidovp
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(chillum)20, Av Ttnyaivelg oe Tdoa TOAAG XAVEL TNV OLGIK TOV Kol
T0 vonua tov. Eva to xpovo eivat kaAd. ‘ETot 0w mnyaive ta
teAevtaia Vo xpovia. Eva g kabe xpovo.

AMG KAL) GUVOUIATPLA POV poLpAleTal TIS (Sleg OKEPELS YIa TNV OAO-
YLoTN Kot UTTEPBOALKT] KATAVAAWOT] TIOU TOVAGXLOTOV TNV TEPido TG yvw-
PLULOG P0G ATTEPEVYE. L€ LA ATIO TIG CLU{NTNHOELS LOG KAL EELGTOPWVTAG KAL)
(8a To «road trip» tov 2007, avapépel:

Tote éxava moAAEG kataypnoels. ‘Otav eloal ota @eoTIPAA 6e
umopeic va 1o kataAdBetg. Tn pio pépa TpwWSG po aTAYOVA, T
Sevtepn 600 otaydves KTA. O opyaviopds cuvnOilel Kot KaTaAn-
YELIG, LETA amo SVo-Tpla peaTIBAA, va Tpwe kAbe pépa amd Ta
TAVTA' KoL HeTa apxilel To méopo. 'HEepa kamola dtopa ov €-
Kavav auth ™ {wt) oxedov 6Ao to xpdvo. To xelpwva ota TapTL
otV Ivéia kat to kaAokaipt ota maptL ¢ Evpwmme Kataotpé-
PEGAL TTOA) ACYM X OPWS ETOL.

H otdomn twv 6§00 GUVOLIANTWY OV Elval EVOEIKTIKI TOU OKETTIKIGHOV
YO TNV KATAYPTOT) OUC LWV KL TN CWHATIKN CTIATAAT, AAAQ KL TNG Ay wviog
yla TNV vyeia oV KIvSUVEVEL VA KATAGTPAPEL ATtd TNV aAdyLoTn Kapvafa-
Akny StaokéSao. Tétola teploTatikd Sev eival og kapia Tepimtwon pepo-
vwpéva. Touvavtiov, 0TIG avTIoTOLEG EPEVVEG, 0 POAOG TWV OUCLWYV £XEL GU-

20 To todovp eivat wdikn mima @Tiaypévn amd mETpa, TUAS 1) E0A0 Katl Tapadootakd xpnot-
poToLleitat yia To K&mviopa todpag (charas), éva el8ikd emeEepyaopévo OKEVAOU XAOIS, ATIO
TOUG ZavToU — OPNOKEVTIKA TIPOCWTIA APLEPWUEVA GTNV TIPAYUATOTIONOT TG ZAVTAVA HEC
ato Tov Stadoylopd Kat Ty yioyka. Amo to 1960 kat £melta 1o Kdmviopa xaois pe toilovp
S1a860nke o€ 6A0 TOV KOO0 aTtO TOUG XiTNSeg. TNV psytrance KOUATOUPA TO KATIVIOUX XX O (G
pe toilovp eivat apketa StadeSopévo, kat oTo TAAIGL0 TOV EEOTIBAA, oXESOV TEAETOVPYIKE
emBePAnpévo. O Zaivtava otnv eBvoypa@ia Tou yia ) psytrance oknvi g Fkda ava@épet
TIWG TO KATIVIOUX HE TOIAOUY, HE OAQ TA TEAETOUPYIKAG TOV cup@palopeva (Tnv avtoyr Tou
XPNOTI, TNV TOLOTNTA TOV TOAPASG KAL TNV KATAGKELT TOU TO{AOU) amoTeAEl Eva LoXLPO TO-
AMTIopkd Ke@dAalo Tov avadelkviel TV yvwoTtiky 0€on tou/tng psytrance Olaowtn ot
oknvn| (Psychedelic White: Goa Trance and the Viscosity of Race).
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N Oel TOAAGKIG O€ OYEOT E TN LOVGLKI KL TOV XOPO YLt TNV EVEPYOTIOL-
non Tou «rave Blwpatikoy oxnuatiopov»?l. H Takayxdol, pdAlota, ExeL ma-
PATNPNOEL TTWG N ATEEAPTNOT TNG SLAOKESAOTG ATLO TNV KATAVAAWGT], 0V1]-
KEL o€ €vav NOIKO KOSIKA CUVUEACUEVO [E TO KOGUOTIOAITIKO 11006, o€ om-
ueio va amoTeAel TTOAITIOUIKO KEPAANLO VIO TOUG TILO HUNUEVOUSG TOVAAXL-
OTOV CUUUETEXOVTES, VO UTTOPOVV VA SLACKESALOUV KAL VO XOPEVOUV ETIL (-
PEC XWPIG XMUIKY evioxvon?2. AuTo Tou evSla@Eépoual va avamTTiiw, w-
0T000, SeV ElVaL T LEPLUVA VLA TOV EXVTO EVTOG TWV OTEVWV 0PIWV TOU TTAPTL,
0oUTE 0L OXECELG PETAEY TWV CUUUETEXOVTWY 0TN BA0T HLaG NOIKNI G TNG TTpo-
otaciag. H ouliitnon movu elxa Pe TOV GUVOUIANTY KOV KAl ETTIOVU® Vo HolL-
PUOTW APOPAE TA OpLa TNG psytrance aloONTKNG TS {wN.

‘Htav n €B8opun kat teAevtaia pépa tov 0zora 2009 kat kaBopouvv padi
TOU o€ évav PKPO A0@o SimAa oto main stage yalevovtag Eva TANB0G TG
T&éns Twv 6.000 aTOpwV va XopeVeL. ZTNV O£ TOU TIPOOWTILKOU TWV TIPW-
Twv Bonbelwv va kKukAo@opel Stapkws oty TioTa yio va fonbnoetn va pa-
CéPeL MmoBupa ATOUA, O CUVOMIANTNG HOV, HOU ETLONHAVE TWG NTAV T
TPWTN POP& oV ERAETE TOGO KOGHO Vo EvTAEITAL KAl LAALOTA VO Paive-
TOL GOV KATL TO (PUOLOAOYLKO23, Apxloe TOTE va €ELOTOPEL £VA TIEPLOTATIKO
0TO 0TI0{0 1 TAV PHAPTUPAS TON TIPONYOUUEVO XPOVO, € Vi GAAO (PECTIBAA,
o Boom otV Ioptoyaiia: ‘Htav, maAL, 1 TeAsutaio pépa Tou QTAIEPOV

21 D. Hemment, “E is for Ekstasis”, New Formations: A Journal of Culture, Theory and Politics
31,1997, 23-38; S. R. Hutson, “Technoshamanism: Spiritual Healing in the Rave Subculture”;
D. Tramacchi, “Field Tripping: Psychedelic Communitas and Ritual in the Australian Bush”; F.
Gauthier, “Rapturous Ruptures: The ‘Instituant’ Religious Experience of Rave”, oto: G. StJohn
(emw.), Rave, Culture and Religion, 62-82; H. Rietveld, “Ephemeral Spirit: Sacrificial Cyborg
and Communal Soul”.

22 M. Takahashi, “The ‘Natural High’: Altered States, Flashbacks and Neural Tuning at Raves»,
oto: G. St John (em.) Rave, Culture and Religion. London: Routledge 2004, 144-164.

23 Tl pa eVEELKTIKT LT TN O TAVW G TNV NOLKY TNG TIPOCTACING ATIO TNV KATAVAAWOT] 0L-
OlWV 0TO TIAXICLO TWV PECTIRAA, OE OXEOT, LAALOTQ, HE TIG EVIVTIOOELS Atd TNV Tapovoia
Beopobetnévwv opadwv Tapoxns mpwtwv fonbewwv, BA. D. Ruane, “Harm Reduction or Psy-
chedelic Support? Caring for Drug-related Crises at Transformation Festivals”, Dancecult:
Journal of Electronic Dance Music Culture 7, 2015, 55-75.
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eKelvov PEGTIRAA OTAV £YLVE YVWOTO WG TiEOave évag 'dAAog, 33 eTwv. «Ti-
TOTE TEPLOCOTEPO SeV YvwpLl{ay Tapa Hovo étL ftav I'dAdog kat 33 eTwv».
'Omwg pov e§lotopNoE, oL uTTELBUVOL EPayvaV ETIL WPES KATIOLOV TIOU VAL TOV
yvwpilel, kal KaBwg 6& yvOTAV va EVTOTIIGOUV TNV TIAPEX TOU OTAUATIOAV
TN HLOVUGCLKI| TOU main stage Kat {Tnoav oo To PKpO@wVo «0A0VG Toug ['dA-
Aovug va Pra€ouv Toug @idous Tougy” Kal o€ TTEpITTWOo™ Tov Sev £BpLokav KA-
TOLOV, VA ateLBUVOVTOUG QY OTIS TIANPO@OpPIES. ZiTNnoav, TEAOG, ATtd TO TAN-
00G va TIPOCEYEL TIEPLOCOTEPO TNV UYELX TOU KL TO T{ KATAVAA®VOUV, Kal
avaKo(Vvwoav TNV TTHPATAOT) TOU PECTIPAA YIX LEPLKES ETULTTAEOV WPES TIPOG
TNV Tov amobavovTtog «kal To TAN00¢ dpxloe va (NTwkpavydlel. AAAG
UTIOPEIG VO (PAVTAOTEIS VA GTAUATAVE TN LOUGLKN Kol v AEve dAot ot I'dAAot
UETPNOTE TOUS QPIAOUGS TaG;».

To péAnpa Tou GUVOUIANTH MOV VA HOLPACTEL QUTO TO TEPLOTATIKO -
(POPA TOV OKETMTIKIONO TOU YL TN BLtaAloTtikn Bewpnon g {w1g Tov VW
amofewvetal o€ OAN TN psytrance KOUATOUPX, GUYXPOVWG AKUPWVETAL UE
TNV XPEOKOTIX TOV CWUATOG ATtd TN oA TdAN. ‘Evvoleg ov mpeoPevel o ko-
OUOTIOALTIOUOG TG pSytrance GKNVIG OTIWE «KOLVOTITO», KCUUTIAPACTACT)»,
KYVWOOT» KL «KKATAVOT|OT)», ATOSL0PYAVOVOVTAL ATIO TNV CUVELSN TOTIOMm o
OTL 0 KABEVAG E(VAL «OTO TPLIT TOU», &ATO TNV adla@opia yio To TLKAVEL 0 Si-
TAQVOG 00V 0TO stage, 1 ATO TNV EVTUTIWON OTL {OVUE OE LK KOLVWVIA TTOU
Sev BéAeL TioTE AAAO TTIAPA VU OE «OTIATAANCE HECA ATIO TA VAPKWTIKA.
Kol eved To B€apa KATTOLoU aTOUOoU TIOU «EEPEVYE 1) KATAPPEEL OTNV TIOTA
yivetal evéeyopévws, UEPOG TNG ATTOKOAUTITIKNG EUTIELPIOG SLXPWTIOUOV
Tov, 0 Bavatog Tov 'AAAoL YiveTaL TAUTIO, EQPOGOV TIPOGHETEL Evat GAAO O-
pLo OTIOV 1| XPEOKOTIA TOU CWUATOG OTAUATA VA £XEL TNV ATAT] GUVSAWON
™G «OTATAANG» Kat yiveTal «Buoia {wng». H évvola Tou Tapumov pag Seiyvel
™mv au@ionun 8€on Tov Bavdatov oty psytrance aleONTIKN ™G {WNG: Ka-
0w¢, SNAadT, TA LWBAVIKE TNG YVWONS KL TNG A@UTIVION G VPIoTAVTAL TATIPN
EKKEVWON 0NV €KOVA TOU BaVATOU, 1 HEPLUVA TOU EAVTOV EUTESWHEVN

378



oTNVNOKI TOL CUUTIOGLAG OV, ATIOKTA TIEPLEGOTEPO VON UK a6 TToTE. H Yru-
XESEALKN LUOOAOYIA ATTOKTA, TIPAYUATL, YKPOTECKES SLACTACELS OTAV OL £V-
VOLEG KEVEPYELO» KAL KYVWOT» EKKEVOVOVTAL ATO TO BLITAALGTIKO TOUG TIEPLE-
XOUEVO YlX VO LETATOTILOTOVV GTNV TLO SUGTOTIKT TOUG £kdoxn — Tov Ba-
vaTo.

To Tapumov Tov OaVATOoV. ITIC TEPLOCOTEPES EPEVVES TTIOU KATATILAVOVTAL UE
TO EPWTNUA TNG EVTOTILAG MOV HING Y E68epa KAl opylaoud, QuTth 1) TEAEL-
Tolot AVTIHETWTICETAL WG EPUNVEVUTIKO OXMUA TIOU avadelkvieL TNV vTepPa-
TIKI| TIOLOTNTA TOV psytrance kapvafaAloy To omolo kot ykabidpiel pia pi-
Q11| SLaPOoPA GTOV KAVOVIKOTIOUEVO TPOTIO {w1|G. TO TTApAKATW ATOCTINC U
avnkel otov avBpwmoAdyo I'kpaxap Zav Tov (Graham St John), kat cuvoyi-
(g1, Bewpw, TOV TPOTIO E TOV OTIo(0 YiveTal katavon T 1 embupia avt). Emi-
KaAoUpevog v Bewpnon tov Zopl Mmatary (Georges Bataille) yio tn Sardvn
KoL T oxéom g pe ) Buoia, avapépel (2010: 131):

Ta psytrance @eoTIBdA givat @uaotkol TOTOL TG UTIEPOANG, AdYW
NG AVAAWOTG TG TAEOVATOVGAG EVEPYELAGH, AGY®W TOL KA ipa-
TOG UTOU TIOU EXEL UETAPPAOTEL WG TO KKATAPAUEVO ATIODEUO»
™G Kowwviag. Ot GUUUETEXOVTEG oTA psytrance QeoTIPAA eute-
Swvouv pLa pLlikn Slaopd, Eva vIeAiplo yevwnuévo amo v k-
Beom 0TO TAVICYXLVPO PTIAGO KAL GTA AKPAIX GUXVOTIKA (PACHATA,
KoL TNV Ko pedn [...] Autég elval cuvBnKeg yla emKoU§ EKTPO-
XLopoU§ Tou puaov kat yix Blateg mapepACELS 0TO GOA, TIOU
UIopoLV va TTpofBovv polpaies, OTIwG kot £€ywve ato Sonica 2007,
OTIOL €vag avSpag TEBave atd vTtepBoAikr| 800, OTIWG EKATETAL
OTIOUEVNG PE aTpOoTTivy, KokaivnG. H o kowvn évéelén g mapd-
Baong Twv oplwv, OUWG, elval oL ATIWAELEG TIOV ETTEPYOVTAL ATIO
TOV GUVSUACUO AKPAIWV KALPIK®WY CLUVONKWY, a@LSATWONG, a-
o0evelny, vTeEpBOALKNG XPTIONG OVGLWV Kl AAAWY TTAPAYOVTWV.
Axopa o ovvnBeg eivat 1 cuXVOTNTA TOV va EE@TIAIlEcAL PETA
aTo WPEG SPACTNPLOTNTAS TNV THOTA, TTAXYLOKOTINLEVOG/T) ATTO
TEPATWON NYOCUOTNHATA ET CUVEXOUEVESG PEPES KAl VOXTES. [...]
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Avutéc oL Tapafdoelg Sen TEPVOUV ATAPATIPNTES G TN YEVIKY OL-
Kovopla Tou Mmatdly, 0Tov To va «oTataAlEca [getting
wasted], 1 pn Topaywykn SATavn Tou EQUTOU HECW TIOAVTEAWY
OPLAKWV EYXEPNUATWY GTNV THPOUCIA AyvVWoTwY, ElvaL TTapa-
YWYIKO, AKX Kot HOVO Yl LlooppoTria Kat avalwoyovnon. Aut
glvat [...] pa Bewpia g umepBoAng mov avayvwpilel Ty aloa g
OTIATAATG, TNG TTAPABaomG, TNV ATOKAAVYT) TNG UTIOKELEVIKOTN-
TG4,

MmopoUpe va SLakpivoupe EDKOAQ TNV UEPLUVA TOU EPEVVITI] VA ATIOSW-
oetL aia otn Samdvn «avayvwpilovtac» TV avayKn TwV GUUUETEXOVTWVY YLo
«looppoTia» Kol «avalwoyovnon». To Tapaderypa Tov «avépa» mov mEbave
oto Sonica 2007 - éva Siaonuo @eoTIBAA oty ItaAia - yivetal, pdilota, ov-
olwdeg 01O EMYEPN UG TOV va Sei&el TNV TapdfBaor Twv opiwv ot Bdomn av-
™G ™S emBupiag. ZUYKeEKPLUEVQ, TO ETLXEIPNUA aLTO BacileTtal oy Bewpia
Tov Katapauévov AmoBéuatros tov Mmatdiy omou 1 Samdvn yivetal embu-
Nt Adyw Hag TAEOVALoUOoNG EVEPYELOG IOV 0@EIAEL va BucilaoTel. Autd To
TAEOVAOUX YIX TOV MTaTdity25 eivat UTTOTIPOIOV TOU KaBnUEPLVOU TTapaywyL-
KOV LOTOU KL QVTAVAKAQ, TPOTIOV TWVA, TOV VEOTEPLKO TPOTO {w1)§ TOU Tapa-
YwykoU vmokelpnévou. H embupia kataotpo@ng/damdvng g «mAgovalov-
000G EVEPYELAGY, £TOL, «OUVEEETAL LUE CUYKEKPLUEVEG TAOELS TNG AUTIKNIG VEOTE-
PLKOTNTAG IOV KATATILEOVV TIG EUPAVEIS, P TEG EKPPATELS TG BuclXoTPLAG
TPAYHATIKOTNTAG»26, To VA KalyEo L «ETIL GUVEXOUEVES PLEPES KL VOXTEGY, O1)-
Aadn, Sev amotedel amAd Kot povo Tpagn Buciag auToL TOU ATOUIKOV EVEP-
YEWXKOU TTAEOVACTUATOG AL ETIIOTG KAl «BUCIA0TIPLA KATAVAAWGT) TG TA-
NG, XPNOUOTNTOG KL TIHPAYWYIKOTNTAGH27, 1) OTIOlOL EVVOEL TNV «TIPOCWPLVN

24 @G. St. John, “Liminal Culture and Global Movement: The Transitional World of Psytrance”,
oto: G. StJohn (emu.), The Local Scenes and Global Culture of Psytrance, 220-246, 231.

25 G. Bataille, To katapauévo anébeua, pte. A. AvpumepomovAov. ABYva: Futura 1985, 33.

26 D. Tramacchi, “Chaos Engines: Doofs, Psychedelics and Religious Experience», oto: G. St
John (emu.), FreeNRG: Notes from the Edge of the Dance Floor, 171-187, 297.

27 F. Gauthier, “Rapturous Ruptures: The ‘Instituant’ Religious Experience of Rave”, oto: G. St
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KATAOTPOPT] TOV PAVTACLHKOU £XUTOV28. ANAadT), «TO v XAVELS TOV EXVTO
ooV Sev elval amAd 1 eykatdAewm s opBoAoyIKNG okEYNG aAAG pia OeTIKN
ameAgVBEPWOT Ao TIG SUVANELS TTOU SLaay(ouV TO CWHA»29.

MéEo o aTrO TO CUYKEKPLUEVO TIAPASELY LA, YIVETAL ELPAVIIG TILOTEVW O TPO-
TLOG JLE TOV OTO{0 KATAVOELTALT) EMBULIA Y1 0PYLAGHO KAL KT TIOAPOrY WY LKT»
OUUTIEPLPOPA, KOOGS KAl TO TWG 1) EMOLUIN CUTY OPYAVOVEL ATIPOBANUATL-
oTA pLa SuioTiKn SLaPECT) TOU KOWVWVLIKOV, 1] OTIOlOL AVAYEL TO TIAPTL OE EVAV
TIPOVOULAKO XWPO HECH ATIO TOV OTIO(0 TO UTIOKEIUEVO B «AVTPWOED €0TW
KOL TIPOCWPLVA ATIO TNV KAVOVIKOTIOUEVT] KABNUEPIVOTNTA TOV. L€ QUTO TO
gyxelpnua, ouws, eppavifetal e€icov wa advvapia va avayvwplotel  uépt-
UVO TOU EXLTOUV Yo TIPAVOLA, ACQAAELX, KAL ST PT|OT) TOU (PUGLoAoYLKoV. Ep-
@avifeTal P aduvapia v SlaywpLloTel 1) «LEPOTNTA TNG CTIATAANG» ATIO TO
«TOUTIOU Tou Bavdatour». O Aykaumev mov €getalel TV «yuvpvn (wn (1 epn
{on)» péoa amd pa KPLTIKY oulntnon ¢ Stekdiknomng ¢ Kuplapyiag amo
Tov Mmataty péoa amo t «pu{ikn eumelpiox» (v eumelpia Tov Bavdatov, Tov
EPWTLONO, TO LEPO), EKTIUA TTWG AUTN N aduvapia Slakplong - Tov otov MTa-
Ty @aivetal otnv aduvapio Tov va Stakpivel Ty BLoToALTIKY Stdotaon ™G
yupvnig (wng — cupPaivel emeldn] kat o (510G akoAovBel «xwpis va To cuveldn-
TOTIOLEL TNV KiVNoT) IOV WOEL TN VEOTEPIKOTNTA VA KATAGTHOEL TN {1 WG TE-
ToLla TO SLAKVBEVHA GTOUG TIOALTIKOUG oty wveG»30, To peoTIBaAkd VTIOKELEVO
Tapovatdletal EexwpLoTo — LEPO, KAL) «OTIATAAN» TOU EAUTOV WG LEPT) EUTIEL-
plo IOV TIPOCPEPETAL OE HOVABIKESG OTIYUES OTIWG GTO psytrance QeTTIBAA.

Av, woTto00, €€eTACOLVUE TNV EKSPAUATION TOU QECTIPAA €VTOG TNG
psytrance Texvo-aoONTIKNG, avayvwpilovtag TV TAAGVTWOT HETAEY TNG &-
TOLIAG YLot OTIATAAN KoL TNG HEPLUVAS VLA TOV EQVTO, TOTE TO VTIOKEIIEVO €V
amofaivel «lgpd» AOYw NG OTATAANG £VOG ATOOEUATOG EVEPYELAG TIOU EXEL

John (emu.), Rave, Culture and Religion, 62-82, 66.

28 H. Rietveld, “Ephemeral Spirit: Sacrificial Cyborg and Communal Soul”, 52.

29 D. Hemment, “E is for Ekstasis”, 25.

30 G. Agamben, Homo Sacer: Kvplapyn €éovoia kat yvuvy) {wn}, ut@. I1. Towapovpag. ABrvo:
Scripta 2005, 181.
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ovoowpeLTEL. Amevavtiag, BAEmovpe OTL To uTtoKeipevo emibeiyvel pio BouvAn-
Tk SLdBeom amévavTl 6T OTIATAAN 0T Bdon eMOLUNTIKWOV-EIKOV®WVY TAEL-
510V, TepIMETELAG, VTIEPPAOTG KAl GUVTPOPIKOTITOG KAL OTL OTNV TEXVO-AL-
ot Tov EeoTIBAA o@eldel va T SlekSIKNOEL HEOW TWV psytrance unya-
VIGUWV KoL CUYXPOV®S E UK QUATTPT TIPOVOLa Yo To owpa. O Bavatog, 6n-
Aad1), 6ev TIPOKVTITEL WG EVAS ATUXTG CLVSVAGUOS TIHPAYOVTWY, OTIWGS Qaive-
ToL 6To amdéomacpa Tou Zav Tlov, aAAd ws aduvvapia va eyypa@olv, va VTE-
PUACTILOTOUV KL VA EUTIESWOOVV «GWUATIKA», OL «<KOVOVEG» KL OL «OTTXLTNTL-
KoD» TIOALITIOMIKOL OpOoL TNG psytrance @avTacpayopiag, 1 omoia TpodiaBETey,
efao@aiilel kal KGvel Stavon Ty TN OTATAAN O€ Eva HUOOAOYNUA POWV EVEP-
Yetag, {wng kat SVvaung.

Eyypa@éc. To va oTatalds evEpyela €T HEPES KAL VOXTES» GTNV THOTA EVOG
PEOTIPAA, amoTeAel TPAYUATL, TNV TILO EVEPYTTIKY EUTTAOKT] LLE TNV pSytrance
uvBoAoyia. H omatdAn elval o TO KOTAQPATIKOG TPOTIOG KATAVOAWONG TNG
psytrance kovAtovpag. Kat 1 katd@aon otnv TexvoAoyiKa Stapecorafnuévn
QUTN CWHATIKY CUVONKN PEPVEL TO VTIOKEIIEVO EVTOG TNG TIOALTIKIG (VNG O-
IOV eKTiBeTaL 0NV amopia TG vTEPPaoTG. Aev VTIAPXEL OUWS, KATIOLA YPOLL-
LK1 oVVSeom PETAED TNG TEAELTALOG AUTIG KAL TNG SUVATOTITAG YL LA TILO
«lepn» {wn. TouvavTtiov, av Pe TNV VTTOOKECT YL Hia VTTEPPBATIKN euTELpia TO-
vieTain SuvaTdTTA yla Lo o AN P {wt) KoL YL TNV EMOTPOET XS LEPO-
TNTAG OV VTIOTIBETAL TTWG GTOV GUYXPOVO KOOUO ExeL XaDEl, TOTE [E TNV €K-
Spapation NG psytrance @avtaopayoplog To CWUK EE0IKELWVETAL PE TIS PL-
TOALOTIKEG UTIOOYECELS YLOL ULO €OLKOVHEVIKT {w1)» £TOL OTIWG AU T Ao O TIKO-
TIOLEITAL OTOV TEYVOAOYIKO 0pilovTa, OTIOL Ta cwpaTa eival Slamepatd Kat
ouvdedepéva o€ €va 6LVEKTIKO 1oTO. Ta vTokeipeva, SnAadn, € Blwvouy T
EMAVA-LEPOTIOMOT TG (WG TOVG, 0AAG w6 LEPEG LwéG ekTiBevTal oTig Suva-
LELS TNG pSytrance unyavis, Kal wg EMIMTWOT, TO CWUA TOUG HUPKAPETAL E
ELIKOVEG SUVNTIKWV HEAAOVTWV, APXETUTILKWV TIAPEABOVTWY, KOl [IE TO OLKOU-
HEVIKO, SLaouvSeSeEVO Kal SLAPAVO CWUN LLAG ETTEPXOUEVG VEOTEPIKOTN-
TQg.
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Ines Lukin

Spaces of Intimacy:
Transgressing the Visual Simulation of Desire

[Abstract] Bataille writes that man lives in constant fear of himself; his erotic urges terrify
him. Using this as my starting point, I want to question genesis of erotic desire through the
concept of seduction (Baudrillard) and intimacy. Eroticism is not merely a biologic urge or
melancholic longing; it is a desire of human being to be, if only for a moment, "the only one"
to another human being, and not merely "one of the many". Eroticism is thus unique experi-
ence of time and space through temporary unification with another human being, that -
though briefly - violates the transient nature of life.

The main question of this paper is how to define eroticism and transgression in the age
of simulation and visual seduction of sign? Baudrillard shows that the turning point is now
contained in the state of simulation, characterized by the seducing nature of repetitive One-
ness. Instead of being one among many others, we are now faced with the challenge of being
one among many that are, essentially, the same. This brings out the new aspect of erotic de-
sire in relation to another human being, as man is never alone among those that are different,
yet he is indeed alone among those that are the same. How is then possible to define seduc-
tion, as the prerequisite for seducing is the desire for the other, and not for the same?

If desire is a source of inner life, then there can be no seduction without desire, and no
eroticism without seduction. Transgression of a simulated desire is not possible if we confine
eroticism to the inner life. This does not mean that eroticism does not derive from it; the
problem is that the immanence of desire has become questionable under the proliferation of
signs, so that the concept of "innerness" needs to be fundamentally questioned. I would like
to open spaces of intimacy by reinterpreting the concept of seduction through transgression
and eroticism in the context of the new understanding of intimacy. Seduction of the intimate,
as opposed to the seduction of a sign, contains traces of fascination by another being. This
fascination is not merely infatuation as it carries the connotation of temporal duration; it is
encounter in time.

Transgression thus becomes a quest for intimacy beyond the simulation of erotic desire.
Instead of replicating itself, it appears as a pure coincidence. In the world of visual imagery
of sameness, the only sanctuary of our desire appears to be beyond internal/external geog-
raphy of being. In which ways can we define spaces of intimacy so that we could, instead of
being seduced, become those who are seducing in the pure aberration of our intimate desire?

[Keywords] intimacy, desire, seduction, transgression, simulation
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I ntroduction. The title of this work - “Spaces of intimacy: transgressing
the visual simulation of desire” - already brings to attention certain as-
sumptions. First of them is the assumption of intimacy, which is the concept
thatinevitabely carries unique connotations for each of us. For sure we think
of intimacy within the realm of private sphere or the so-called "subjective
reality", for example in form of artistic endeavours that by definition have to
be grounded in our inner experience of life. It is questionable however to
which degree we might imagine intimacy in the realm of "unreal” or hyper-
real, as Baudrillard calls contemporary condition of our simulated existence.
If intimacy presupposes the state of our hidden side being temporarily re-
vealed, or even a process of revealing ourselves without being fully trans-
parent, then it at the same time presupposes certain quality of "the unimag-
inable". If something is fully transparent, then it is also of public interest;
while it may (or may not) retain the character of intimacy through the gen-
eral subjective motivation that lies behind it, "traditionally" speaking it is
not what we usually define as "intimate" per se. The boundaries of public
and private have been redefined through history multiple times, so this di-
vision is very generalized and serves only to depict general background of
the problem. If the boundaries of public and private are distorted, then we
are faced with the problem of redefining new modes of positioning spaces
of intimacy. If the boundaries have disappeared, we might ask if there is pos-
sibility of intimacy at all. However, if the boundaries have dissipated in the
state of entropy, as Baudrillard points out, the question becomes how to
open up the spaces of intimacy not only beyond the sphere of public and
private, but also beyond the simulated state of desirelessness.

The goal of this paper is to question the ways of opening spaces of inti-
macy through the "concepts" of transgression, simulation and desire. I will
show how meaning of desire is closely linked to those concepts. Even though
the concepts belong to different authors (Bataille, Baudrillard), their inter-
connection lies in immanent meaning they have for us, whose existence has
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been shaped - but hopefully not determined - by simulation as erasing the
metaphorical meaning of sign. The question is: what is it that is left behind
(for us)? In this sense, "behind" does not carry connotation of transcendence
- as without metaphor there is no such space to transcend to or to look up
to. This means that, when I am talking about meaning, [ am not talking about
transcendental meaning of transgression, simulation and desire that would
thus form triangle of a "new" metaphysical (or postmetaphysical) system.
Here lies the greatest challenge, because precisely the thinking that has been
systemized through the metaphysical language has been the most relevant
to question the essence, the being of things; to question what is something
and what it is to us.

What happens then when such language ceases to provide meaningful
answer to our yearnings and desires?

Desire without discourse. The question about being / essence of things
implies the distance from the very things or phenomenons what we are
questioning. At the same time it implies desire to "catch" the life at the core of
its metamorphosis and to bring it closer to us, both for introspection
(analysis) and retrospection (synthesis), regardless of the final outcome of
our questioning. Metaphysically speaking, (for Hegel) desire belongs to the
fundamental layer of our being, the one that comes before the formation of
subject-object relationship. Through desire we consciously realise that this
life is our life, yet this life has still not been shifted and molded into the scope
(perspective) of subjectivism as opposed (and then "reunited") to objectivism.
This means that desire itself is, from the metaphysical perspective, our "raw"
core, necessary for apprehending life at its basis yet it is only a transitional
step from the perspective of systematized development of philosophical life.
The transient nature of desire does not mean that desire completely vanishes
through the systematical development of being through religion, art and
philosophy; on the contrary, it becomes a latent force that lurks beneath the
rational surface of our existence. As Baudrillard points out, this latent nature
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enables us to interpret the meaning that is hidden beneath the surface in form
of the connotative meaning of a sign. Latency presupposes dialectical
movement of continuity and discontinuity that compells us to search for a true
meaning of a sign through interpretation and formation of a discourse. This
formation can be either be positive (constructive) or negative (destructive);
indeed, if we are to rebel against the dominant discourse of a (certain) system,
we are forced to bring forward its latent, implicit meanings through means of
interpretation. This is why Baudrillard can say that the latency is "a search for
hidden meaning"!. In this context, the act of transgression is formed through
structured, systematized revealment of a concept through locating its
origin(al place) in the narrative of a discourse.

My next question is: What happens with desire when there is no discourse
to be interpreted, nor hidden meaning to be revealed? When Baudrillard says
that we are living in the state of simulation?, he means that simulation negates
the physical and temporal distance that we as subjects have toward our
environment (whether this environment is "idealistic" - in our heads - or
"realistic" - literally the world that surrounds us). However, this is not a simple
negation that annihilates distance, nor Hegelian negation in terms of
transcending to the next level - it is a negation of entropy and proliferation of
signs with no depth, no meaning "behind" or "above" or "beyond". Simulation is
the state of "metaphysical seductiveness of the destruction of Real"3. It is not
seductiveness of a discourse, that would enable interpretation of its concepts
from the distance that would give (those concepts) a certain feeling of dignity
and meaning. It is rather a state of being desireless, and of being seduced (by
the proliferation of signs) regardless of our desire nor will.

1]. Baudrillard, Simulacija i zbilja. Zagreb: Jesenski i Turk 2001, 109 (quoted parts translated
to English by the author).

2 Here [ am using the word "state" because it is not possible to use the traditional concepts of
time and space anymore, as it will be explained later in the text.

3]. Baudrillard, Simulacija i zbilja, 116.
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The main characteristic of seduction is that it is never wanted,
nor desired. To be seduced is to be retracted from our own truth
- "this truth forms a secret that is elusive and escapes us (our

possibility of interpretation)”. "To seduce means to weaken. It
means also to become weak. We seduce with our fragility, and
never with our powers or powerful (symbolical) imagery. [...]
We seduce with our deathliness, vulnerability, with emptiness
that haunts us"4.

Seduction and fragility. To seduce with our fragility means not only to
question the "power" of the discourse and the means of its interpretation.
Fragility implies dynamics outside of physical boundaries of time as
punctum, which would be basis for the continuity of the temporal flow, that
forms meaningful and seamless unit of past - present - future. If we are
fragile, it means that there is a crack in our core (of being) that otherwise
gives us stability in transformation. We cannot seduce with our powers, as
being powerful implies holding a (meaningful - introspective) distance
between ourselves and the world. It also goes the other way around: if we
are to break free from our shroud (shell) of powerfullness, we have to reject
it, at least temporarily, in favour of uncovering our vulnerable selves. But
this power play does not imply the simple reversal of the roles as uncovering
the covered, and vice versa. It sounds very banal to say that it is easier to
descend from the state of power to the state of fragility than the other way
around, but the secret of this process actually implies something more
profound than simply going up or down the certain scale of value - whether
this scale is social or metaphysical, etc. Fragility is not merely the opposite
of being powerful. To be powerful means to radiate meaning, whether from
within ourselves or by the use of symbolical object or role, etc. It implies
authenticity, regardless of where this authenticity comes from (it might be
from our subjective manner of embodiment of a sign or from the larger

4]. Baudrillard, Simulacija i zbilja, 122,123, 125.
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societal discourse, through performing accurately ones social role).
Authenticity in this case means opening the way for interpretation (of
ourselves to others)s.

To be fragile, however, means to transform the meaning beyond the
boundary of truth and lie. It would be wrong to think that fragility implies
telling the absolute truth about ourselves (if such truth exists at all), as much
as it would be too straight-forward to think of "hiding" our "true selves" as
lying. Whatever has been "hidden" underneath, fragility brings it out to the
surface, but this "bringing out" is a multi-faceted process as much as the
surface itself has become entropicé. This process cannot be reversed, as
surface is ever-changing and ever-metamorphosing into "immorality of
forms", beyond the differentiation of beauty and ugliness, truth and lie’.

The paradox of being revealed lies in the fact that it does not lead to
epiphany; quite the contrary, as Baudrillard points out, it is the state of
undesired and - even more so - desireless transparency, in which surface is
neither beginning nor the ending point. Instead it is in state of constant
metamorphosis, circular movement of sign. Thus it creates, as Baudrillard
simply puts, the "emptiness that haunts us", which forms the fatal strategy
of seduction. The fatality of this strategy is far from being complicated in
structure or form. If that would be the case, it could simply be dismissed as
one among many metaphysical theories; ever-repeating in their core
structure, regardless of complexity of their content. Instead it astonishes us
with its simplicity; after all, Baudrillard itself calls it paradigmatical of our
present state, which is, unlike any other historical period, embodying its
narrative character in the visual form that is rejecting its own content (thus

5 If this possibility is blocked, as Baudrillard points out, then it gives place to the state of
dictatorship as impossibility of exchange.

6 For Baudrillard, entropy is a specific - simulated - form of chaos, the one that renders the
"shiny surface of meaninglessness"; Simulacija i zbilja, 110.

7]. Baudrillard, Simulacija i zbilja, 130.
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simulating itself endlessly). We change as quickly and more efficiently as
there is less meaning "attached" to this change. Our fragility lies in the ability
to efficiently metamorph into as many subjects as it is needed in that
moment, thus rendering the essence of subjectivity irrelevant and
meaningless through simulating its form without content8. It could perhaps
be argued that this brings fatality of seduction close to acting; however, to
be an actor means to act out of the power of our free will, and out of
determination of our subjectivity. Actors are vulnerable, but not necessarily
fragile. (In fact, itis required to have a strong sense of self to be able to enact
different variations of self-less subjectivities). So what is fragility actually?

Through the sufrace, fragility radiates the secret; however, it is not our
secret, nor secret about us (to be revealed). It is not as if we would be
wearing a mask and thus enact through ritualized ("masked") performance
various modes of being inside of us. This secret, according to Baudrillard,
belongs to "that what cannot be told, as it has no meaning, yet it is still in
movement"9:

In this way, I know the secret of the other, but I am not
expressing it, as well as the other knows that I know it but still
keeps it unrevealed; intensity between two people is nothing
more that secrecy of the secret. This has nothing to do with
hidden communication. Even if partners would like to reveal the
secret, they couldn't to it, as there is nothing to be said.
Everything that can be revealed surpasses secret [...] The secret
is the opposite of communication, yet it keeps being exchanged.
Its only power lies in the fact that it is not expressed [...] just as
seduction is never expressed, never desired?®.

8 It is completely another question, however, what exactly is the essence of subjectivity in the
first place. Is it "subjectiveness" as the state of being a subject in possesion of your own
"subjective perspective"”, "subjective desire", "subjective expression"?

9 ]. Baudrillard, Simulacija i zbilja, 121.

10 ]. Baudrillard, Simulacija i zbilja, 121-122.
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Here lies the potential difference between vulnerability and fragility, as
they have distinct and different spaces of exchange of meaning (or the lack
of it). This does not mean that we are looking to find an interpretation that
would unite those spaces, as in that case this differentiation would serve no
other purpose than to build yet another system of meaning. Even more so,
ignoring Baudrillard's argument on the state of simulation would also mean
ignoring the possibilities of new ways of understanding desire and fragility.
The distinction between vulnerability and fragility is transgressive; the
question remains what is transgression in the state of simulation, if it
implies total absence of desire!!?

Transgression and its paradox. Generally said, for Bataille transgression
is an act of revealing our inner nature, whether literally by penetrating into
the bare flesh through the act of sacrifice, or metaphorically through
loosening constraints of subjectivity and surrendering ourselves to the
impulsive activity of internal organs (during sexual act). This surrendering
has nothing to do with describing biological fact: "If transgression is not
fundamental, then sacrifice and the act of love have nothing in common"12.
Even though eroticism is not necessarily identical to sexual act, it is
fundamentally linked to desire!3 as a sign of our vivid inner life, shaped by
inherent human quest for intimacy. Bataille thus does not romanticize
desire by turning it into isolated and platonic projection of a singular subject
onto another subject, that would thus be transformed into the "love object".
Desire is neither subjective nor objective; it is, however, fundamentally
related to human beings in a way that undermines traditional space-time

11 "Total absence" in this context relates to the paradigmatic spatial-temporal shift from
depth to surface, which equates with the shift from textual to visual understanding of the
world. Simulation can happen only on surface, not deep within us - otherwise desire would
imply sublimation and could even bear traumatic quality. There is no trauma in simulation,
that is why its surface is so shiny, fashionable - enchanting. It provides unconditional
challenge, that escapes any possiblity of law (discourse), as it operates under its own rule. J.
Baudrillard, Simulacija i zbilja, 124.

12 G. Bataille, Erotism: Death and Sensuality. San Francisco: City Lights Books 1986, 90.

13 "Unless the taboo is observed with fear it lacks the counterpoise of desire which gives it its
deepest significance". G. Bataille, Erotism: Death and Sensuality, 37.
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relationship. It provides, if only for a moment, brief and blissful unification
of time and space through unification of two human beings, that is otherwise
not possible to experience in the order of the daily life. Transgression thus
needs to be desired for in order to happen; this desire happens both on
individual and collective level, which speaks of its organized and
systematized nature!4. This also points out to the problem of redefining
eroticism, desire and intimacy when boundaries, in which transgression had
been grounded, are undermined. One of them is the boundary of the flesh, of
the specific corporeal vulnerability that speaks both about the sensitivity of
our internal physiological structure as well as of sensibilities of our inner
life. One of Bataille's merits is that he showed that those sensibilities have
never been purely of abstract origin (whether in religion, art or philosophy).
Ideas may have developed in one's mind, but they can (and did) have specific
corporeal consequences. Although philosophy places corporeal existence on
the "lowest" and thus basic level of being, it presupposes animality as its
foundation, even if it is in the form of the breaking point from the "natural”
life (and transgression into the "philosophical” existence). This is the reason
why Bataille says that "taboo is indefinite and general" and even more so,
"opposed to sexual liberty [...] the flesh signifies a return to this threatening
freedom"15. The ambiguity of transgression follows the dialectical path of
return to this "threatening freedom" through different societal forms
(marriage, religion, art). It reveals inner consequences of human
vulnerability that are lead to extremes within the dialectics of desire and
terror, taboo and transgression, even though those extremes are still
positioned within the boundaries of metaphysical thinking. There is a
striking difference between Bataille's vulnerability and Baudrillard's
fragility, which lies in the experience of time. Vulnerability speaks of flesh,
violence and mortality. Fundamental human (inner) experience here is
grounded in its closeness to death and the feeling of finitude and the passing
of time. It cannot be experience of the subject, as its subjectivity is doomed

14 This is the reason why Bataille does not see transgression as the opposition to the world of
reason. Quite the contrary, they act complementary: "Transgression belongs to humanity
given shape by the business of work". G. Bataille, Erotism: Death and Sensuality, 108.

15 G. Bataille, Erotism: Death and Sensuality, 92.
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to fall apart during erotic (introspective) activity; but it is also not the
experience of the simulated body, the body without desire and even without
organs (as technological interference has changed the idea of body, making
its vulnerability obsolete). The feeling of finitude is not merely the feeling of
mortality, as we know we are mortal, but we do not feel like it. Similarly, the
idea of balance is rooted in forgetting the body - if the balance is disturbed,
there is discomfort, even pain, as a result of sickness. Although it is possible
to feel acute and prolonged pain, there is no state of constant pleasure, as
pleasure and sexual act require (temporary but total) freedom of body?s.
This means that transgression is not only the result, but the condition of the
possibility of freedom.

On one hand, this is typically Hegelian formulation (especially when
Bataille writes that transgression transcends the taboo by confirming it),
which brings it as close to the concept of "auftheben" as possible. However,
itis also worth noting that Bataille also shows that this freedom is not some
"ideal state" of a free-floating mind without the body or with the body
"attached" merely as a physical - objectified - appendix; it is in fact quite
"corporeal”, with pulsating organs and disintegrated subjectivity in favour
of temporary abundance of inner experience, inner life. The polarities (of life
and death, purity and sacrifice) through which transgression is derived are
thus not paradoxical. They are derived from the logic of the system.

The real paradox lies in the very concept of transgression. If the original
taboo is indefinite, as Bataille presupposes, and if the vastness of our
fundamental desire demands limitation, is there an end to transgression?
"Natural" answer would be that transgression itself is delineated with the
possibilities of our bodies as "fields" distinctively marked with desire. After
all, desire can transcend the body, but only by affirming its existence.
However, Bataille in a way already shows that desire is not primarily located
in the body, as body is the space of transgression. At the same time, this
questions the concept of natural body. Is desire means of trangession of the
"naturalness"” of this nature?

16 G. Bataille, Erotism: Death and Sensuality, 107.
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Bataille was right when he wrote that "in the world of play philosophy
disintegrates"1’. This disintegration into the silence has indeed happened,
but instead of reaching the form of a "supreme moment"18, we are now faced
with another kind of silence, the silence of seduction, the silence of fragility
of the simulated body from which desire, that was once the sign of our
vulnerability, has vanished. The paradox of our current state is that we are
doomed to constant transgression, and because there are no taboos
anymore, transgression is now an open-ended process, with no sense of
completion or finitude. We have reached the state of extreme fragility,
because all things without essence are prone to fracturing/ cracking into
countless fragments (even multiplying oneself is cracking!) . A thing without
content is free from decay, so it can become even more "beautiful” and
"fashionable", even with its cracked surface?.

What does this tell us?

To put it in Baudrillard's phrasing: when we cannot sacrifice something
(bodies, or even ideas), we have to seduce it in order to "feel” its presence,
or the lack of it. For poets and philosophers, idols inevitabely have to fall;
but this falling, far from being a melancholic image of contemporary nomads
in search of some other forms of "truth", tells of necessity to reinterpret the
fragility of our desire in a way that would enable new spaces of intimacy.
Introducing the difference between vulnerability and fragility is not made
here for the purpose of theoretical research. If language does not speak to
us anymore, fragility implies at the same time something more and less than
silence, for silence is never a mere absence of words. More, in a way that
even when there is no discourse, the fact that we (willingly or not) let
ourselves be seduced speaks of the need to feel desired even if have
forgotten the origins of our desire, as it is only the surface that is able seduce
us. At the same time, it implies less than silence in a way that interpreting
such need is "transgressive" not because of the hidden discourse that would
provide traces of meaning to follow, but because we are, maybe for the first
time in the history, left truly alone to find the alternative. Such situation is

17 G. Bataille, Erotism: Death and Sensuality, 275.
18 G. Bataille, Erotism: Death and Sensuality, 275.
19 One example of this is constant returning of vintage elements into fashion, or "retro chic".
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more complex than fighting for the individual "rights" for diverse identities.
There is no individuality in solitude. But even desire haunted by the lost
meaning has the element of surprise that might radically change our
viewpoint, provided that we preserve its simplicity from abundance of
words and from the silent, but equally destructive demand of being one
among the same.
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A¢omowa [TovAov

EpwTIKEG Kol OTTIKEG TTApaABAOELG:
Ao tov Georges Bataille otov Nagisa Oshima

[E¥voym] O tpdTog pe Tov 0T0lo0 CUVLTIAPXOLY KL CUUTIOPEVOVTAL 0 EPWTIONOG UE TOV Bd-
vato otV Avtokpatopia twv atcOnoewv (1976) tou N. Ooiua, 081YN0E APKETEG POPESG OE
po oXeSOV QUTOVONTN GUCYXETLON TNG TAWIAG HE TOV BavaTOANTITO EpWTIONS TOL Z. MTtatary.
0 tedevtaiog “Oploe” Tov EpWTIOUO WG TN «UEXPL BavaTtou emiSokipacio TG {wne» kat o 0-
owa, Baollopuevog o TPpAyHATIKY Kat iSlaitepa Snpo@dn, otoug Iamwveg, totopia g Abe
Sada, 1 oToilot CKOTWOE KL GTN) CUVEXELX EUVOUXLOE TOV EPACTH TNG, SNUovpynoe pa tawia
Tov efupvovoe Tt Svvaun pag embupiog Tov VTTEPERALVE TA OPLA TOV PUGIKOV KOGOV.

Ewoves ¢ Avtokpatopiag Twv atobrioswv, 1) omoia (6wW¢ TTPAYUATOTIOMOE T PEYXAD-
TepN TMapaBaot] TNG KABLETMOVTAG AoAPT] TA OpLa HETAED TOV KIVIUATOYPAPOL Kal TNG Top-
VoYypa@iag, TapaAANA{oTNKAY LE TNV TTPOKANTIKT] Ypa@1 Tov Mmatdty Kot el8ikOTepa He K-
Tola amd ta enelodSia ¢ IoTopiag Tov patiov KoL To emkivéuvo epwTikd “mayvibl” twv §0o
epnBwv ¢ To avyo, To mpovoploVyo avTikeipevo, Tov otov Bataille amotedel pépog piag
HETAPOPIKNS aAvaidag otnv omola BuotdlovTar ol Aééels, emaveépyetatl otov Oshima wg to
oVPPoA0 OV ATMAPVELTAL TOV TAPAYWYLKO XAPAKTPA EVOG EPWTLONOV, 0 0TI0(0G, HEcA ATIO
L TTPOOSEVTIKY EMAVAANTITIKOTNTA, EYKATAAEITETAL GTNV AVAAWOT) KAl 081 YelTaL oTadLakd
oTov BAVaATO" e AUTOV TOV TPOTO, OAQ, AKONX KAL OL TPOWES, YIVOVTL HEPOG TNG EPWTIKIG
tedetovpyiag. O Bataille pidd otov EpwTioud, 6Tws kat o GAAQ £pyA TOU, YL TI CUUTIATpW-
LTI OX€OM OVAESA GTOV VOLO KAl TNV Tapafact, eEeTdlovTag TIg amayopeVOoELS YUPW
ato Tov BavaTto Kal T @pikn Tov TPOKAAEL 1) LLAPOTNTA TOU TITWUATOG, OAAX KL TA TAUTIOV
TIov oxeTiovTal [LE TOV EPWTLONO, TNV apopdio kot To aipa g éupunvou pvons. H avtokpa-
Topia Twv atofnoewy, péoa amd okNvEG “OeaTpk®v”’ YAUwWY, “VEKPOQIAK®WY” GUVEVPECEWY
KAl A0@UKTIKA BlOLWV EPWTIKWV CUVAVTHOEWYV, CUVSLHAEYETAL LE TIG ATIAYOPEVTELS, OXL LOVO
0T, HECQ ATIO TNV ATIOUOVWOT) KAL TIG “OKPAiES” EKQPATELS EPWTIONOV, BETEL TOUG EPATTES
™G EVAVTL TNG KOWwVIag, aAAA Kat 0Tav e TIG OappaAées OTTIKOTOWOEL TOU BEUATOS TG
QvaKWel tn oulon «TExyn 1) Topvoypa@iox. ZNToVHEVO, TOPQ, EVAL oV KaL [LE TIOLOV TPOTIO
0 Oshima Swampdtrtel pua “omrtikn TapdBaon” e€lcov oxvpr| pe ekelvn Tov BEPATOG IOV Ava-
AapBAaveL va KV LA TOYPA@T OEL

[AéEerg kAel81d] MTtatdry, Oopa, Kvnpatoypagos, EpwTiopds, Tapdfaon

398



Despoina Poulou

Erotic and Optical Transgressions:
From Georges Bataille to Nagisa Oshima

[Abstract] The way eroticism and death coexistin N. Oshima’s In the Realm of the Senses (1976),
often led to the movie’s almost self-evident association with the macabre eroticism of G. Bataille.
The latest “defined” eroticism as the assertion of life up to the point of death; on the other hand,
Oshima, based on the true and especially popular, to the Japanese, story of Abe Sada, who killed
and subsequently castrated her lover, created a movie that glorified the power of a desire that
transcended the boundaries of the physical world.

Visual elements of The Empire of the Senses, which may have succeeded its greatest trans-
gression by rupturing the boundaries between cinema and pornography, have been compared
to the provocative writings of Bataille and specifically to some of the episodes in the Story of the
Eye and dangerous erotic “game” of its adolescents. The egg, the privileged object which in Ba-
taille is part of a metaphoric chain where words are sacrificed, returns in Oshima as the symbolic
negation of the productive nature of an eroticism that is gradually driven to death, through a
progressive repetitiousness; that way, everything, even food, becomes part of the erotic ritual.
In Eroticism, among other works, Bataille refers to the complementary relationship between
taboo and transgression, while examining the prohibitions concerning death and eroticism: the
horror that a corpse gives birth to, the taboo of incest and menstrual blood. The Empire of the
Senses, through its “theatrical” weddings, its “necrophiliac” copulations and its suffocating and
violent erotic encounters, resists the taboos, not only through the isolation and the “extreme”
erotic behavior that puts its lovers against society, but also through the fearless visualization of
its story which triggers the discussion “art or pornography”. Finally, the question is whether
and how Oshima commits a visual transgression equally powerful to the story he chooses to
film.

[Keywords] Bataille, Oshima, cinema, eroticism, transgression
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«H Bavatoinmm aywvia 6gv KAIVEL ATTHPALTHTWS TIPOG TNV NEOVY|, dAAA 1) 1)-
Sov), péoa ot BavatoAnTtn aywvia, elval o fabeld»!” autd vtoonpileL o
Zwpl Mmataty, tTo 1957, oto @oco@ikd tov dokio, 0 epwtiouds. O (8log
glval évag yaAAog SLavon TG, HAAAOV TIEPLOTOTEPO YVWOTOS YIX TA TIPOKAT)-
TIKA AOYOTEXVIKA TOU Kelpeva, Ta omoia BEBata Bewpovvtal emaEloL amdyovol
™G map&doons Tov Mapknolov vie Zavt. To 6VoAo Tou £pyou TOV, OUWS, &-
Ktelvetal amod ™ @oco@ia, v téxvn, TV avBpwmoAoyia, £ws Tn Ogodoyia
KOL TNV TIOALTIKT Bewpia, VD QVaTITOCOETAL TTAV®W G £VVOLEG OTIWG 1 SaTtdvn
KoL 1 Buoia, cAAA Kot (EVYOPWTA OXNUATA OaV EKEWVA TNG ATIAYOPEVONG KAL
™G TaPEPBacng, TOL EPWTIOUOV KAL TOU BavaTtou.

A1t ™V @AAN AgLpd, o Naykioa ‘Ocpa eivat évag Iamwvag oknvoB£eg,
eLOIKELWNUEVOG pE Ta gyxepnpata tov Néov Kbpatog kat, 0Tws o Zav-Avk
I'kovtap ot F'aAAla, elval EKTTPOCWTIOS LLOG ETAVOCTATIKIG KIVIOTG GTOV KI-
VILOTOYPAPO 1) OTIOIQ OTOXEVEL O€ P EKPPATTIKY S§1€E080 TTOU VAl AVTITAC-
OETUL OTNV UTIAPXOVOA KIVIIXTOYPA@IKN Blopnxavia, va amootaclomoteital
amo TV TMapAdooT KAl va apBp®veL o SUVAULIKT KOWWVIK KPLTIKN 2. Z€
aUTO TO TAXIGLO, ) TIPAYUATIKY LoTopia TNG Aume Zavta, mov otig 18 Maiov
Tou 1936 £mVIEe KAl 0TI CUVEXELX EVVOUXLOE TOV EPACTN NG, elval yia Tov ‘O-
Ol pa aKOUT gukatpia va avapetpnOel Pe Toug pous TG KIVIUATOYPA@L-
KNG euTELpiag, Exovtag yia agova Evay BavaTOANTITO EPWTICHUO TTIOU AVUKAAEL
ekeivov Touv Mmatary.

[l TV KIvnpatoypa@ik LETa@opd T Wlaitepa dnpo@lovs otous I&-
TIWVES LOTOPLOG, ONUAVTIKO POAO £XEL KAL 0 YVWOTOS YAAAOG TTapaywyos An-
atole Dauman3, o omoiog Tpoteivel oTov ‘VOoLUA VO GUVEPYAGTOVV OE LI TAL-
via Topvo. AgxOpEVOG TNV TIPOKANOT), 0 GKNVOBETNS TTapovaLdlel SVo EEEG,

1 G. Bataille, 0 epwtioudg, pte. K. Mamaywpyng. AdBiva: TvSuktog 2001, 156.

2 Tleproootepa ya to Néo Kbpa kat o Twg autd avamtiuyxdnke otig Std@opes xwpes, BA. D.
Bordwell & K. Thompson, Film History: An Introduction. New York: McGraw-Hill 22003, 439-
476.

3 0 Dauman £xeL cUVSE0EL TO GVOpA TOU pE Epya OTIWG To AU0 1j Tpia mpdyuata mov Epw yi’
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oo TI§ oTroieg 0 Dauman emAgyeL pe evOovoLlao o ekeivn g Zavtat To 1976
Aotmov 0 ‘00U, KIVUATOYPAQ®VTAG TOUG 100TI0L00G TOU OE TIPOyUATIKES
0eE0VAAIKEG GUVEVPETELG, LI0BETEL KWBIKEG TNG TTOPVOYpA@iaG KL SLHTPAT-
TEL (Ll Tpo@avn mapdafact mov SlappnyvUEL To, LEXPL TOTE, OPLO TOU OTITIKA
emtpentov. MapdAAnAa 1 Tawia evepyoTolel To TTAALY, dAAd Stoypovikd &i-
ANUUa «TTopvoypa@ia 1§ TEYVN», TTOU GUVOSEVEL GAAWOTE KAL TK KEIPUEVA TOU
Mmatawys. EEattiog BEBata g avotnpns LamwVIKiS Aoyokploiag, | Autokpa-
Topla Twv atofnoewv mpoopiletal eEApXNS Yl TO EVPWTAIKO Kowo. To epw-
TNUA TWPA lval av 1 TIPOKATOT) TIOU T1) GUVOSEVEL 081 YEL TOGO TOV EPWTIOUO
000 KL TNV (810 TNV KIVNUATOYPAPIKTY YAWooa o€ pia Tihavi vépfaon;

H tauwia Eekiva pe éva kovTivd TAGVO TOU oKV TOU TIPOOMTIOU TNG ZAvTa,
O0TO E0WTEPLKO TOV TIavSoxelov OTIOV £xeL HOALS ap)ioel va epydleTal Me To
BAEUUA OTPAUUEVO TIPOG TOUG BEATEG —aAVAYVWPILOVTAG CUVETIWG TNV TIHPOU-
ola Toug—, N yuvaika TTpaypatoTolel B¢ pIX KIVHOTOYPA@IK TTapdfaon
Tov B€TeL o€ kKivduvo TV €l0080 oV €0Tw Kat PeudaoONTIK TTpay LA TIKO-
mta ™S a@nynons. To BAEUUA TTPOG TNV KAUEPX GUVETIWG YiveTal SAwon
QUTETYVWONG YL TOV KIVIUATOYPAPO TIOV SLATILOTWVEL T UOT W BEapa.
H ouvéyela g agrynong e€eAiooeTal GUVOTITIKG WG €861G: Xe éva NSovoAe-
TTIKO EMELGOS10, 1 ZAVTH avTIKplel Yix TP opd Tov Kitol, 18loktin Tou
mavdoyeiov, Kat evuwotaletal amd v 6ym tov. ‘Otav oL Suo TovG GLOTH-
vovTal TAE0V, 0 AvTpag Seiyvel yU auTiiv avaAoyo evSla@épov kat T StekSikel
uExpL va TNV kataktioel. Ot uo Toug avaykalovtal, akoAoVBwS, EQOGoV 0

autv... (Deux ou trois choses que je sais d’elle, 1967) tov Jean-Luc Godard, to NUyta kat ka-
tayvid (Nuit et brouillard, 1955) kat to Xipooiua, aydmn pov touv Resnais, aAA& Kat apyodTepQ
10 llapio, Tééag (Paris, Texas, 1984) kaiL Ta ptepd Tov épwta (Der Himmel iiber Berlin, 1987)
Tou B Bévtepg.

4 N. Oshima & K. Tomiyama, «Nagisa Oshima on In the Relam of the senses», pt@. T. Goosen,
The Criterion Collection, 30/04/2009, http://www.criterion.com/current/posts/1109-
nagisa-oshima-onin-the-realm-of-the-senses (mpoéofaon 21/07/2015). H &AAn mpodtaon
Tou 'Ocpa tav éva épyo tou Kafu Nagai.

5 EvSewktika, BA.: S. Sontag, «The pornographic imagination», oto: G. Bataille, Story of the Eye.
London: Penguin Books 1977, 83-118.
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Kitol elvat mavtpepevog, va peta@epbolv o€ pa véa Katolkia, otnv omola,
OTTOLOVWUEVOL TILXL ATEO TNV EEWTEPLKY TIPAYUATIKOTITA, APLEPWVOVTAL GTNV
e€epevvnon g adnedyag embupiog toug. Ol EPWTIKEG TOUG CUVAVINOELS
otadlakd spmAovtiovtal kal evieivovtal amod 1o mayvidt ¢ aceuiiag, To
omolo TeAlkd o8nyel oTov owkeloOeAn) Bdvato kat evvouyioud touv Kitol amo
™ ZAVTA KAL, GUVETIWG, GTNV TIOAVTIOON TN ETITELEN HIAG OAOKANPWTIKNG KA~
TAKTNONG TOV EPACTH).

AxpBwg emeldn oy Avtokpatopia Twv aloBnoewv 0 EPWTIOUOG KL O
Bavatog Sev elval aVTYLOXOUEVES, OAAGL CUUTIATPWHATIKEG, SUVAUELS 0T
OX£0T) TWV EPACTWY, 1] Tavia Exel TOAAEG POpEG ouvBEeDEl pe TN okéYm Tov
Mmatary kot el8ikdtepa pe ™ yvwotn vouBéda tov, H lotopia Tov uariov,
oTtnVv omola £§l0TOPOVVTAL OL AKPALES EPWTIKEG TIEPLTIETELEG S0 e Bwv. Eva
TPWTO Selypa AUTNG TNG UTIAPYOUOOS GYXEOTS SLAPAIVETAL KL ATId TOV TPW-
TOTUTIO TITAO NG TAWING, 1) EAANVIKN LETAPPAOT) TOU oTtoiov Ba Ntav H Tav-
pouayia tov épwta. O xablepwpévos TitAog TPoNABe amd Tov YoAAKO, OV
Tapa@palel v Avtokpatopia twv onueiwv Tov PoAav Mmapté. I' autd kat
o Burch vmoompiletl o€ onpeiwor) Tov, 6TL 0 «yaAAIKOS TiTAOG NG Touviag, L’
Empire de sens (H autokpatopia twv aiobroewv) TIOTOTOLEL TO XPEOG TNG
Tpog ™ N'oaAAIKY) KOUATOUPQ, AV KAL £XEL TIEPLOGTOTEPO VA KAVEL Pe TNV loTopia
TOU patiov Tov Zwpl Mmataty mapd pe tnv amoyn tov Mmapt yia v lanw-
VIKI] KOUATOUp». PUGIKA, WG TAUPOUa(A TOV EpWTA, 1| TAWVIX ATTOKAAVTITEL
apeadtepa ™ Blawm @von tol epwTIoNoV NG, eV BUNIlEL Kol eKelvn TNV €VO-
mta oy lotopia Tov patiov, pe ovopa «To patt tov Ipavépo»?, oty omola
oLNPWES Sleyeipovtat amod To apatnpo BEapa pag tavpopaxiag. Atyo vopi-
TEPQ, T AGYLA TOV a@nYN T fonBovv KATws oV “amoca@nvion” Tov TitAou

6 N. Burch, Naykioa Ociua, pt@. A. KoAtodnpog. ABnva: Atyokepws, 1986 59, onu. 18 to BiAio
amote)el petd@paon g evotntag «Nagisa Oshimay, oto: N. Burch, To the Distant Observer:
Form and Meaning in the Japanese Cinema. London: Scolar Press 1979, 325-344 (ywx t oxe-
T onueiwon, BA.: 343, onu. 18).

7 G. Bataille, H totopia Tov patiov, pt. A. Anuntpiddng. Adnva: Aypa 22009, 106-114.
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Tov Ooua: «n améAvn eyydnTa Tov Bavatou yivetal oty Taupopayio ot-
o6 pe Tov (810 TPHTO oV YiVETAL KL GTH GLVOUGTON»S,

[ Tov Mmatavy, BEBata, Tov opilel Tov pWTIOUO WG TN «UEXPL BavATou
embokpacio TG {wng»2, «to meSio ToL EpWTIoUOV glval To Tedio TG Plog»1o.
KatiL T€tol0 onuaivel 0Ty, Y TO QOUVEXT OVTA TIOV E(VaL TTAVTOTE EEXWPLOTA
KOl QVAUEGH TOVG UTIAPXEL «ULA ABUOO0G, Pl SLAKOTIN», TIPOCQEPETAL UECT
aTo Tov EpWTIoNO 1) SuvatdTTa pag Bpayvplag epmelpiag cuvéxelag. Eldiko-
TEPA, 0 MTATALY XPNOLUOTIOLEL TOGO TNV ava@podiola, 650 KaL TNV a@podicla
avamapaywyn yla va eEnynoel m okém tov. To kiTTapo Slxipeltal kol oxn-
uatiel 500 VEOUG TTUPTVES, TO TIPWTO OV «TIAVEL VAL EVAL VIO VA ST ULOVPYN OEL
800 véa emtions aouveyn 6vTa, aAAd dTav «To apxaikd & yivetal 6vo» cupupai-
Vel oTlyplaia  aAAnAovyiall, AvaAoya, 6T 6eEOVAALIKI AVATIHPAYWYT], OTIOU
EVOVETAL TO WAPLO HE TO OTMEPUATO{WAPLO, TO VEO OV TIOV TIAPAYETAL, XWPIG
va EEPEVYEL ATIO TNV AOUVEXELQ, «(PEPEL LEGN TOV TO TIEPACUA GTNV AAANAOU-
xlo, ™ oVpPLON TWV V0 EEXWPLOTWV OVTWV — 1) oTIola Elvat Bava@opa Kat
vl Tae 5U0» 12, TUVETWG, 1) TTOAVTIUN Kal TTAvToTE BpayVPLa epmelpia tng aAAn-
Aovyiag elval pa Blom oty pr) Tov eumepIKAEieTAL AT 1) EUTIEPIKAELEL TOV OG-
vato. Kati tétolo 8ev onpaivel 6Tt 0 Matdty TpoTeivel yia Tov avBpmmivo
EPWTLOUO P «<KABAUTO BavATWON», 0AAG plx «x0pLoTn Looduvapio»13. H (Sl
OHWG TIPOVUTIOBETEL TNV «TapafiacT) TOV GUYKPOTNUEVOL Elva 4, SnAadn T
StdAvon ™G adlamEéPao TG ATOUKOTNTAS. ‘OTaV, TAPASElYLATOG XAPT, KATA
TNV TIPWTT EPWTLKY GUVAVTNOT) ToL {evyaploL oTnv AuTokpatopia twv atobr)-
oewv, M Zavta (T amd tov Kitol va otapuatioel YTl | VTTEPUETPN ATIO-

8 G. Bataille, H totopia tov patiov, 104.
9 G. Bataille, O epwtiouds, 15.

10 G. Bataille, O epwTttioudg, 22.

11 G.Bataille, O epwtioudg, 18-19.

12 G. Bataille, O epwTioudg, 19.

13 G. Bataille, O epwtioudg, 24.

14 G. Bataille, O epwtioudg, 23.
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Aawon Tov BLwvel TV odnyel otV TPEAQ, eival Bavd va ek@palel Ty 0dv-
wnp1 Stkotaomn ™S Ndovis kal cuventws T Bla Tov avadvetal katd v &-
VWO UE TOV GAAOV: TWG UTTOPEl AAAWOTE 1 Yuvaika va ViwBeL avaysvvnuévn,
OTIWG ALEL, av SeV EXEL TTPONYOUUEVWG KATL HECQ TG TIEOAVEL

[Tépa OUWG AT AUTES TIG OXL KAl TOGO TIPOSNAES TTAPABLATELS, IOV A PO-
POUVV TNV E0WTEPLKTY {WT) TwV OVTwV, N AUTokpatopia Twv aloOoewV TEPLEXEL
OPKETA EMELCOSLA TIOV SNAWDVOUV TV ATIOPAGLOTIKOTNTA TWV EPACTOV TNG
va avtitaxBolv oe MAsldda amayopevoewv. O Mmataty, eEetalovtog Tig Oe-
HEALWSELS ATTAYOPEVOELS TIOU pOopoVV TOV BAvaTo Kal TN oeSOVAAKOTNTA,
NV EMAPY), TAPASELYUATOG XAPN, LE TOV VEKPO 1 UE TO alpa TG Eupnvou pu-
oMG, EVTOTIEL TNV TIPOEAEVGT] TOUG GTOV KOGUO TNG epyaaciag. O (810G ypapeL
XOPAKTNPLOTIKG 0T0 Katapauévo amdbeua 6tL «n epyacia Oa pmopoVios KAA-
AoTa va glvat §pactnploTTa amd Ty ool TPoNABe 1) e€€AEN TS avBpw-
TOTNTAG, 1) TINYT TWV ATOCTPOP®V KAL TWV ATIYOPEVCEWY TIOL KaBOpLoav
™V mopeia TNG»15. TUVETIWG, Pt KOLVWwVIK TTOU €TOVHEL TNV OpaAT por) TG
TAPAYWYIKOTNTAS TNG 0eidel va B€oel uTIO Teploplond ) PBia Tov Bavatov,
ne TV (Sla Aoyikn| TTov o@eilel va xaAvaywynoel T oefovaikotnTals, lpw-
TAPXKOG AOLTIOV 0TOX0G TWV amayopeVoewvl? elval n amoudkpuvon k&Be Bi-

15 G. Bataille, The Accursed Share, 11 & 11l (The History of Eroticism & Sovereignty), pte. R.
Hurley. New York: Zone Books 52007, 83 (8w kat 6Tov 8ev SnAwveTat S1aQOpPETIKA, 1) LETA-
@paor elvat Sikr) pov).

16 G. Bataille, O epwTtioudg, o. 88-89.

17 H amaydpevon TpoTeivel @UOokd Tnv THpnon ™G, aAAG TtapdAAnAa tpoBAETEL KAl TV Tt
paBiacn ™G péoa o€ P KOWOTNTA, TA PEAT TNG OTIOIOG EVOVOVTAL ATIO TNV KOWN Epyaaia,
elval emitpenty Kot tpoPAs@Beica 1 VO TPOUTIOOETELS TIPOCWPLVY APOT) TWV ATIAYOPEV-
OEWV, XWPIG aUTO va oNUAlVEL TNV avaTPOTI TNG amayopgvons. Ztov Mmataty, n oxéon pe-
Ta&) amayopevong kat tapdfBaong eival apoiBaiag eEaptnong, e@bcov To 6pLo Tov TibeTat
KaL eUTOTIZEL He POPO TO ATaAyopeLEVO UTIEPBAIVETAL, £XOVTAG TIPWTA HETATPEPEL TO TEAEL-
Taio o€ yeyovog g embupiag (n «avatpom evog epmodiov aokel mavta pa EAEn»” G. Ba-
taille, O epwtiouds, 67). Eva dplo», ypaget o Foucault, «8ev Oa pmopovoe va vmtdpyet av tav
amoOALTA AdlXTEPAOTO, KAL, avtioTpo@a, N Tapdfacn Ba Ntav pdtam av amiog mepvovoe
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aLoV oTolXElOV IOV Slatapdcoel TNV EAAoy™ {wi), WOTE va eEac@ailoTei N a-
Stdomaotn MPoodog TS epyaciag. H oxéon ouws Twv gpactwv tov ‘Ooiuy,
o000 CUVEXTG OTIATAAT VANG KOL EVEPYELAG, AVTITIOETAL SUVAIIKA 08 qUTHV
TNV KOLWVWVLKY AOYIKT] TNG CUGCWPEVOT|G.

21t oVvToun, THPASELYUATOG XAPT), OKNVT] OTIOV OL TIPWTAYWVIGTEG LETA-
PEPOVTAL PE UL Guoa oTn VEX TOUG KATOLKIQ, 1) VEAPT] Yuvaika EVUEPWVEL
EKTIANKTN TOV dvTpa OtTL Eekivnoe 1 uumvog puomn 6. Autdg Byddel to xépt
TOU UESQ ATIO T VOACUATA TIOV TOUG KAAVTITOUV, TTApATnpel Ta SAYTUAL TOU
IOV £X0VV EMAVW EAAXLOTO aipa kol Ta YAU@eL H Zdvta tou xapoyeAd tkavo-
TOMUEVT, EQOGOV 1] XELPOVOLLA TOV aipeL TN @pikn TNG amaydpeLONG KL, ATO
akabapoia, avaparmtifel To aipa o KATL TOAVTIHO-{oWS KAt tepd. M ava-
Aoyn oupBoAikn kiviom kavel katn Zavta mpog tov Kitol 6tav, katd ) Sudp-
KELX LU EPWTLIKIG TOUG GUVEVPECTG, TILAVEL Eva POALSL Kol aTeldel va KOYEL
TO TE0G TOU, WOTE VA e§ao@aAioel OTL Sev Ba kol Oel pe dAAN yuvaika. Avt’
aUTOV, KOPEL HEPIKEG TPiXES Ao TNV NPLKN TOL TEPLOXT] KL TIG KATATIVEL
Mailpvovtag pia “mpdyguon” Tou EVVOUXLOUOU, 1) YUVAIKA EQEVPIOKEL Evay
TPOTIO VA ECWKAEICEL GTO CWUA TNG TOV EPACTN TNG, | KATAKTN O TOU 0Tolov
TN BETEL 0€ OUVEYN KOL EVIEIVOUEVT] OYWVLA. € KADE TEPITITWOT, YL TOUG €-
PaOoTEG TNG AUuToKpaTopiag Twv aloBrioewv, N Bla 6TOV EpWTIOUO POLALEL OXL
HOVO VA PNV XOAWVOywYELTaL, OAAQ va YIVETAL ATTOSEKTI] WG EYYEVEG OTOLKE(D
Tou.

Tty tawia, e€loov aedNT elval kat n Tapdfoacn e amayopevong Tov
a@opa Tov Bavato. Evdeiktikotepn elval iowg 1) oknvn 0Tou 1 ZAVTA TPOTE(-
vel otov Kitol va €pBel o 0eE0VAAIKN ETAET] HE LK NAKIWUEVT] YKELOO TIOV
OUVOSEVEL [LE T HOVOLKTY TNG TIS EPWTOTPOTILES TOVG. H évtaon ¢ mpdéng a-
ENVEL TNV advvaun yvvaika EamAwpévn vekpikd oto matwua kat tov Kitot,

éva 6plo ouvtiBgpevo amo Pevdalohnoelg kat okiég» (M. Foucault, «A Preface to Transgres-
sion», oto: G. Bataille, Visions of Excess: Selected writings, 1927-1939, em. ko ut@. A. Stoekl.
Minneapolis: University of Minnesota Press 1985, 24-40, 27.), y auto kat otov Bataille, ou-
UTANPWVEL 0 (510G, 1| OYE0T TNG ATaydpevonG pe TNV Tapdfaon Sev elvatl autr] Tou «padpou
LLE TO AOTIPO», AAAG ExeL TN «pop@T) oTieipag» (M. Foucault, «A Preface to Transgression», 28).
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XAwUO, va eEnyel 0T ZAVTA OTL EVIWOE GAV VO KPATOVOE TO VEKPO WU TNG
untépag Tou. [Ipoc@EPoVTaG TOV EPACTH TNG GTNV NALKIWUEVT Yuvaika, 1) Z&-
VIO TOV TIPOTPETEL VU (EVYAPWOEL LE TNV ATIOKPOUCTIKN EIKOVA TNG PBopAg
IOV TPOUNVUEL TOV BAvato. ‘Otav 1 (8la, 0TN GUVEXELR, TOU ALEL OTL «OAX TIPE-
TIEL VX £X0VV EVA TEAOG» KL AUTOG TNG {NTA VA «LEVOUV EVTUXLOUEVOL YLK TIA-
VT, 0 BAvaTog ERPavileTal 0TOUG EPACTEG TOGO WG KATAGTPOPIKY SUvapn,
000 KAl w¢ povadikn S1E€0806 atd T POaPTOTNTA AUTOV TOU KOGUOV. ‘Ouw,
OTwG owotd Tapatnpel | Williams, otnv Avtokpatopia twv aicfnoswy o a-
VIPAS Elval QUTOG IOV KUPILWG KIVSUVEVEL ATto T PBopPA TOL XPOVOU: ATIO TOV
NAKLWUEVO TIOV, OTNV apXN TG TAviag, SUGKOAEVETL VA avTATIOKPLOEL Epw-
TIKA €€ TiOG TOV KPUOU, £WG TOV LSLOKTITH TOU EGTIATOPIOV IOV EVIUEPWVEL
TN Sada yla T Atyoo T Xp1oo T TA TOV TIEOUS TOV, 1) “avapéTpnon’ Ue ) yu-
VaKela 0eEOVAAKOTNTA 1] OTIOLX TIAPUPEVEL EVEPYT], AKOUA KL PE PUTLOLX-
OMEVO TO CWUQ, Elval avion s, TeAkd, 1 OBvntotnTa, 0 POLog pag @Bivovoag
0€E0VAALKNG LKAVOTNTAS KAl LA ATTOANUOTG TIOV Elvat adUvaTo va TopaTta-
Bl yia mavta, eivat tov 0dnyovv ) Zavta kat tov Kitol otnv avaldimmon piag
“Avong” kat atnv amodoxrn Tov Bavdatov.

01 gpaotég ™G Avtokpartopias Twv alofnoswv elval TapafATes Kal -
TELS1] 1 KOWWVIK £EUYIOVON KoL 0 TTOPAYWYLKOG XAPAKTIPAG HLXG OXEONG —
Kuplwg SnAadn to moudi-, Siépyovtal péoa amd tov yapo. Ot Svo Toug “ma-
vTpevovtal’, TPAYUATOTIOIWVTAS OUWS TN S1KT) TOUG TAPATUTIN TEAETH IOV
SnAwvel povo m Pabila epmAokn Toug oTov epwTiopd. E@dcov o Kitot sivat
161 TAVTPEUEVOG, AUTOG 0, (CWGS KoL XAEVAOTIKOG, YAUOG UTopEel pdvo va &n-
AQOVELTNV PUX KT VOULLOTIONON TNG OXE0MG TOUG, TIOU TP EVEL avopBASoén
YL TNV KOLV@VIK ATtO TV 0ol avayKAoTIKG amoomaotnke. H katoxpwon
™G ovppaivel 0Tov VEO KOO TIOU SOUNOE 0 EPWTIONOG, YU QUTO KOL 1) YOI
Ao TEAETT) €XEL AVAAOYO YOPAKTIPA: 0 VA0S vTtokaBioTtatal amd évav oiko
toaytov (ochaya) kat o lepéag, amd mévTe Ykéloes. KATOLES atto TIG LATTWVIKEG

18 1. Williams, Screening Sex. Durham: Duke University Press 2008, 202.
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TAPASOOELS, OTIWG 1) EEXYVIOTIKN TTOOT) GAKE, SlatnpovvTal, OAAG 1) OAN TeAE-
Toupyla OAOKATPWVETAL UE TO VTIOVOOUEVO EVOG 0PYIOU KUL TNV ELKOVA TWV
£EoVBEVWUEVWV CWPATWY TIOV ETSOONKAV O L E0PTACTIKY) OTIATAAT Su-
VAUEWV.

ZUVOALKA 6TV AuToKpatopia Twv atoONoewv, 0 EPWTIOUAG £XEL TN SIKY
Tov TeAeTovpyia mov Baciletal ot BeatpkdTNTA TWV GUVOEGEWY, GTNV O-
KOUpAoTN EMAVAAN YT TWV EPWTIKWOV CUVAVTIGEWYV KL 0T CLWTNAN TTapa-
KoAoUOMN oM TOL BedpaTOg Ao TOUG TVXALOUG TTAPLOTANEVOUG. Kevtpiko Be-
Batla B¢pa, padi pe Tov epwTIono, eival kat ekeivo ¢ Buciag. To (Tnua Ko-
PUPOVETAL 0TO TEAOG TNG TAWVINAG, AAAG, TIPOTYOUUEVWG, Pict GKNVY| 6TO HEGO
NG TPOKAAEL, OTIWG PAIVETAL, TIG TIEPLOCOTEPES CUOYETIOELS TOV ‘Ootpa Ue
Tov Mmatduy kat v Iotopia Tov Matiov. To {euydpl BplokeTal og pia oma-
VIO QVATIOUAQ ATtO TO €PWTIKO T VISl amoAaufdvovtag yo pio akopo
(POPA TN HOVCLKN TAPEN HLXG YKELOAG. ZAPVIKA 1) ZAVTA ONKWVETAL, TILAVEL
€Val LaVLTAPL ATTO TO TILATO PTIPOCTA TG, TO AKOVUTIG 6TO atdolo TG KoL TO
Tpoo@EépeL aTov epaat TG. O Kitol, EKTTANKTOG ap)Lkd, ATOSEXETAL OTT OL-
véxela TN véa “ilSloppubuia” g epwUEVNG TO. X va ETTOUEVO TIAGVO, OKi-
VNTOG 0T APLOTEPQA, GTO TIPWTO ETMITIESO TOU KASPOL KAl € YaAUNAN eoTioom,
KPOTA TO LAVITAPL AVAPETH 0T XEIAN TOV, VW 1) ZAvTa Tov €€nyel yauoye-
AaoT: «OAQ 6 KAVOUUE, AKOUX KAL TO (PyNTO, TIPETEL VA lval LA Epw-
Tk Tpan». O AVTPaAg EAIVETAL TIWG CURP®VEL padl TNG OTAV KATATIIVEL TO
HOVLTAPL, EVWD AlYO apydTEPA ELGEPXETAL EVEPYH GTO TIALYVISL, EENYWVTAG OTL
YU auTdv amoéAqUoT Elval v UTTAKOVEL 0€ K&BOe NG emiBupio. LT cuvéxela
SMAWVEL OTL B€AeL va aeL Eva auy0. Ze £V KOVTIVO TTAGVO, TIOV (0w¢ Bupilet
KoL EKEVO TO, 8LalTEPA TIPOKANTIKO YL TNV €TOXN TOV, £€pY0 ToL I'kuotdf
Kovputé, v Ilpoédevon tov kdouov (L'origine du monde, 1866), To aidoio
ATOKAAVTITETAL OTNV OAGTNTA TOV, KAOWG TO AVTIPIKO XEPL TTANCGLALEL KOl EL-
OAYEL TO VYO GTOV YUVALKELO KOATTO.

Tatl Opwg vty 1 oKV oxeTileTal dpeoa pe v lotopia Tov uatiov;
Mua mpo@avig attia etvat 6Ty, ato BLAlo, Ta epwTIKA A VIS TV EQN WV
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ue affyd eivat moAAQ kot o€ SLAPOPES TTAPAAAAYEG. AVa@EPW EVOEIKTIKA Eval
uovo mapadetypa: «ATo TOTE elval oV £miAce T ZIUov 1 pavia va omadlel
auya pe tov kwAo 6. [...] ‘EBala, toTe, T auyd akplws mMAvw amo tnv
TPUTIAL TOU KWAOU TNG KL aUTY] EEQAVTWVE TIYALVOPEPVOVTAS TO HE HOE-
otpia ot Babia oxloun Twv yAoutwv te»19. O Mmapt e&nyel 6t n Iotopia
TOU patiov ival oty ovoia TG 1 LoTtopia evog Kol HOVO AVTIKEILEVOL: L
HETAPOPLKN oVVOEDT UE ETIKEVTPO TO MATL, TN «UITPO» TIOV YEVVA ML QAV-
ol6a OOLWV KAl TAPAAANAQ AVOLOLWY CPALPIK®V AVTIKELHEVWV20, H TTpayTn
TAPAAAXYT] TG «OPOUAUIKN G LETOPOPAS» VAL TO AUYO TIov BUIleL TO pPATL
ot «@opua» (oeuf kat oeil, avtioTola) kat To «mePLEXOUEVO» (CPALPOELSESG
Kol Agvk0)2L. 'ETol, amd To HETL, 6To avyd, 6ToV Ao, GTOUG OPXELS TOU TaV-
pov, TO oVVOETO EPWTIKO Tty ViSL cupPaivel ot BAON LG LETAPOPAS KOl
HLOG LETWVVHLKNG OUUTIAEENG TTOU TTapafBLalel T 0pla TwV AEEEWVY KAl TWV
EVVOLWV ToUG. Me autn Aotmov T Bepedtwndn StaotpéBAwon ¢ onuaciag
Twv Aggewv, 0 Mmatdly Sampattel pa Buoia mov kKataoTpéPel Vv adia
TWV QVTIKELEVWY, TNV (Sla oTLyun Tou vTTokaBloTa TV agia Toug o€ Evav
koopo mov vmepPaivel Tov 51ko Tous. O 810G GAAWOTE YPAPEL OXETIKA GTO
Katapauévo anobeua: «H e0wTEPIKOTNTA EKPPATETAL PEG” ATIO EVA TIPAY U
Vo pla kat uoévo mPovTdeo: OTL To TIpAyUa avTod eival kata fabog To a-
VTIBETO TOV MPAYHATOG, TO AVTIBETO €VOG TIPOIOVTOG, EVOG EUTIOPEVATOG:
Hlx avaAwon kat pa Buoia. ETeldn to eowtepikd ovvaiobnua elvat ava-
Awon, elvat  avdAwon exeivny Tou To eKQPALEL, OXL TO TPAYUA TIOV ElvalL
apvnon me»22,

‘Otav N TpwTaywvioTpla Tov ‘0o SNAMVELOTL «OAN, AKOUA KOL TO (PO~
YNTO TPETEL VA EIVAL EPWTIKT TIPAEN», TIPOETOLUATEL TOVG BEATEG TNG TALVING
ya pa avédoyn Bvcia. Kabwg 1o auyd €l0€pXETAL OTOV YUVAIKE(D KOATO,

19 G. Bataille, H totopia tov partiov, 47.

20 R. Barthes, «The Metaphor of the Eye», oto: G. Bataille, Story of the eye. London: Penguin
Books, 1977,119-127, 120.

21 R. Barthes, «The Metaphor of the Eye», 121.

22 G. Bataille, To katapauévo anobeua, pt@. A, Avpmepomoviov. ABnva: Futura 22010, 154.
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OATIOKOTITETAL, OTIWG KAL 0TOV MTTaTdly, atd TIS oUUPUTES IBLOTNTEG Tov. XA-
VEL GUVETIWG KATL ATIO TNV a&lol TOL WG AVTIKEIPEVO KAL WG TPOPT, EVW ELGEP-
XETAL LETAUOPPWUEVO GTOV HUXLO KOGHO TOU EpWwTIoNoV. Otavn Zavta Byad-
(el a6 TOV KOATIO TNG TO AUYO, LLE TOV (510 TPOTIO IOV OL XTIVEG YEVVOUV TX
Sikd Tovug, kat To poo@épel atov Kital, emiBefatwvel 6Tl Hovadiko Tapd-
YWYO TNG OXEONG TOUG E(VAL TIPAYUATL 1] AVAAWGN. L€ TAPOUOLX AVAYVWOT)
KataAnyel kot o Hunter mov ypdagel 6Ti 1 Zdvta yevwda To cVUB0AO NG yovi-
HOTNTAG KAL, LE LAPTUPA T YKELOX LE TO VEKPLKA AEUKO TIPOCWTO, TALTEL
otov Kitot tov “amdyovd” 23, Kabwg Aotmov 1) Tpo@1] CUHPUPETAL LLE TOV
EPWTLOUO, OAEG OL EVOTIKTWEELG AELTOVPYIEG VTTOTAGOOVTAL OTO EVIXiO GV-
UTIaV oV KUBEPVATAL ATIO TNV ATTOAQUGT), ETILTPETOVTAS TN CUVAVTNOT] K-
yoU kat atdoiov, o€ Evav LTTALVIY O TV UTIOPEL v ekANPBEl e§loov wg M TTpo-
GPOPA TOU YEVVNTLKOU 0PYAVOU YL TPOPN 24,

Ekeivo Tov mapovoldlel icwg HEYOAUTEPO eVELAPEPOV EVAL OTL OUTT 1)
Buolaotikn Aoy 1 omola cuvSéeL Tov ‘Oopa e Tov MTiataty, Katd KAToLov
TPOTIO EKTEIVETAL £WG KAL TNV KWW HATOYPa@IKN Soun g tawviag. Kat’ apyds,
N Avtokpatopia Twv aiobnoswv xapaktmpiletal amod Evtovn BeaTplkOTTA
oTOV TPOTO 0VVOEOTG TWV KASPWV Kol KAT €MEKTAOT TWV TTAGVWY. Mg v
KAUEPA TIG TIEPLOCOTEPES POPEG Vi BplokeTal oe otabepn B€om, oL teplopt-
OUEVOL XWPOL 6TOVG 0Ttoiovg eEedicoeTal 1 Spdon Bupilouv TNV KAELGTOTNTA

23 ], Hunter, Eros in Hell: Sex, Blood and Madness in Japanese Cinema. London: Creation Books
1999, 110. Opoiwg mpooeyyilet To otrypudtuTo Kat o Grindon: N amaitmon ¢ Sada va @aet
o Kichi to auyd sivat pa tpdén mov Befatwvel TNV TPOTEPALOTNTA TOV EPWTIOUOV, EVAVTL
™G TPOPNG KL TNG avamapaywyns. To Suvntikd mapdywyo ¢ teAevtaiag, Tpwta xAevale-
TaL KL HETG TTpoo@épeTal yia va katafpoxBiotel’ L. Grindon, «In the Realm of the Censors:
Cultural Boundaries and the Poetics of the Forbidden», oto: D. Washburn & C. Cavanaugh
(em.), Word and Image in Japanese Cinema. New York: Cambridge University Press 2001,
303.

24 A, P. de Mandiargues, «0 0goméolog épwtagy, 0to: M. Anudmovrog, N. ZafBdatns & A. Ku-
pLadidmg (em), Nagisa Oshima, 35° deotifal Kivnuatoypdpov Osooalovikng. Oecoalo-
vikn: ®eotiBdA Kwnuatoypdgov O@sooatovikng 1994, 176.
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Hag Beatpiknc oknvns. H apyLTeEKTOVIKTY TWV TApaS00IAK®Y LATWVIKWY OTiL-
TLWOV CUUPBAAAEL ETUTTAEOV GE QUTH) TNV EVTUTIWGT), OXTUATI(OVTOG GUVEXMG VEQ
TAaiola, EVTOG TOU KWVIUATOYpa@koU kadpou. To adldkomo dvorypa kol
KAEloLo, TaHpaSEly LaToG XAPT, TWV SLaXWPLoTIKWY 60T, avaouVOETEL GUVE-
XWG TOV XWPO, AELTOVPYDVTAG OTIWGS TO GVOLYa Kol TO KAE(oLo TNG avAaiag
LG BEATPIKNG TAPAGTAOTG25, QUTH) T1 POPA, OUWS, LECA TNV KIVIUATOYPA-
@K1 006V1). OTtwe ypd@el kot o Bonitzer, «ol Oeatég BAETTOVY TOV EAUTO TOUG
o’ avt) v tawia. I600 To MpwTto oknvobetikd TEYVaoua. Kabe otiyun ot
KOUPTIVEG TOU SWUATIOU TWV EPACTWV AVOLyoUv OTIWG 0L CUPTAPWTES LOTIW-
ViKéG TTOpTEG (shoji) pe Tov xapakmplotikd toug 86puBo, evwd 1 ZdvTta Kot o
Kitol kavouv épwta. e 6An TN SLApKeELA TNG TALVIAG, TOUG KATOOKOTEVOUV 1)
TOUG BAETOVV ATIPOKAAVTITA OL UTINPETES, Pall e YKELOEG TTOV Ttai{ouV pov-
otkN [...]- To BALupa Twv AAAwVY oknvoBeteital adtdkoTa yla va tebel uTtd ap-
Lo Tnon»2e,

Ztolela quTNG NG AloBNTIKNG EvieivovTal kKatl amd Tov TpoTo Tov o 0-
OO OLKELOTIOLELTAL TNV LATIWVIKY {WYPAPIKN TapaS0ooT), 0ukiylo-€ («ELKOVES
TOU £MMAL0VTOG KOGUOUY), KOl EISIKOTEPN TA EPWTIKNG BepaToAoyiag oovv-
yko. M&Aota, 1 ouxvAa N8ovoBAETITIKY) OKOTILA QUTWV TWV EIKACTIKWY CUVOE-
OEWV UETOPEPETAL KOL 0T OKNVODETIKY) TOU TIPOCEYYLOT: OE PEYAAO HEPOG
™G TaviagG, 1) KALEPA TIAPATNPEL TOUG EPACTEG KPUUUEVT] THOW ATIO KATIOLA
EMPAVELX 1] HECA ATIO TO BAEUUA KATIOLOU TPITOV TIPOOWTOU —oUVNOWE KA~
TOLXG YKELOQG TIOV TIAPAKOAOVOEL, OTIwG £vag BeaTpikdg BeaTC, TIG CUVAVTH-
o¢€lG Tou (evyaplov. H ndovoPAsPia ouvenws yivetal To QETIXLOTIKO HOTiBo
TOU €PWTLONOV, oX0oALG{oVTaG TP AAANAQ Kot TNV NSovoBAeTTIKY UOT TOU
610V ToL Knpatoypd@ov. TupBaivel Opws e8w éva TTapadoo: odnywvTag,

25 BA. xau: D. Desser, Eros plus Massacre: An Introduction to the Japanese New Wave Cinema,
Bloomington, In: Indiana University Press 1988, 187.

26 P. Bonitzer, «H “kopivta” Tou épwtar, oto: M. Anpdémovdog, N. ZaBBdt¢ & A. Kupladidng
(em.), Nagisa Oshima, 177-182, 181.
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0 ‘Ooua, TOUG KIVUATOYPAPIKOUG BEATEG OE UL GUVEXT] TAUTION LE TNV O-
TTIKN 0€0M 00wV TTaHpakoAoLOOVV PHEaa OTIG OKNVEG, TIHPAYEL Evay “SimAacia-
opo6 ™S B€aons”. MoAovoTL Aotmtov ot Beateg poldlel va Aapfavouy pia B€om
E0WTEPIKA OTNV KIVIUATOYPAPIKT 000VT, Kal dpa va Bplokovtal eyyvtepa
OTOV EPWTIKO TIUPNVA TNG APNYNONS, TNV (Bla 6Ty AUTOG LETATPETETAL OE
60 KAl TILo amopaKpo Bapa yia tous “mapeiocaktous ndovoPAsies”. Eivat
mOavd BERata, pe autdv Tov TPOTo, 0 ‘Ootua va Buctdlel KATL amd TV aov-
veldn Bublon Twv BeaTwv oTNV AQ1YNOT], TPOG OPEAOG EVOG AVAVEWUEVOU
TPOTIOL TIPOCANYTG TNG KIVTUATOYPAPLKNG ELKOVOL.

To B¢pa ™¢ Buciag uokd kopu@wvetal, pali pe ™ BeaTpkdTNTA, THV
ATOKOAAVTITIKOTN TA, GAAG KAL TNV TEAETOUPYLKN UGN TwV GLVOEGEWY, 6NV
TeAevtaia oekdvs ™G Tawiag. M Aoyopoyia pe tov Kitot e€opyilet  Zavta
IOV, Y10 Pt QKOUX (POPA, TOV ATEEl KpATWVTAS £va poyaipt. Me Tov avipa
EAMAWUEVO 0T TTOSLX TNG KOL TO payaipl avdpeoa ota XelAn, ) yuvaika avoi-
YELTO KILOVO TNG, ATTOKAXAVTITOVTAS £va BaBU KOKKLVO YIOUKATA, OAAQ KoL TNV
akoaplaio avénon g emkvéuvoTTAS Kat Tov tabovug tng. Tote eival Tov
oUUBaivel KaL M TILo EVSLAKPLTN ELGYXWPTOT) TOU AVTPLKOV 0PYAVOU HECH GTOV
yuvalkelo KOATO® €vag TPWTOG KATABpoxOlopnos Tov TabnTikoy apoevIKOU
aTo To evepynTikd OnAvko. H Zavta, eved o@iyyet pua kokkivn {ovn yupw oo
Tov Aaud tov Kitoy, emavadapfavel 6tL 0a Tov oKOTWOoEL {NTWVTAG KATA KA-
TIOLOV TPOTIO TN oLVAIVEDT] ToV. Alyo TipLy TEBAVEL 0 AVTPag TNG AEEL OTL alL-
oBavetal ocav «ta cOUATA [Toug va] éAlwoav o€ éva Kat [va] koAuumolv oe
LI KOTAKOKKLYN TiLoivay. 'OTwg gaivetal, o epwTiopogs eivat ya tov ‘Ooua
0, TLKaL Yl Tov MTatavy ki n ndovn eivar mpayuatt mo Pabia uéoa otn Bava-
ToANTTN aywvia. O epaotés BEPaia TG Avtokpatopias Twv atofnoewv odn-
ynoav auti ™ okEPN €WG TNV AKPOTNTA EVOG KUPLOAEKTIKOU BavATtov, pe a-
VIGAAQYHO TNV €0TW KoL oTyplaia évwon toug. Meta tov 6avatd tov, 1) Za-
VT EVVOVXI{EL TOV GVTPA KOL 1] TOLVIX OAOKAT|PWVETAL PE TNV EIKOVA TWV S0
VEKPWV KaL VEKPIKA EATAWUEVWV CWUATWVY TOUG. XT0 0006 Tou Kitol ypa-
@&l pe alpo: «Zavta kot Kitoy, padl yix mavtay, eve akoUyeTaL 1] (wvT TOU
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‘Oowua, va Aget: : «H Zavta mAaviotayv yio téooepis pépeg oto TOKLO, UE TO UE-
Aog Trov eixe kOPeL ‘Otav T ouvvédaBav, EAaute amod vtuyio. H vmobeon ovu-
ykAOvioe TV lamtwvia. O k6opog £6ele peydAn cupmovia ot LZavrta. Avtd ovu-
véBnoav to 1936». lati exel onpacia o xpovog; Emeldr) oe pua emoxr) moAttt-
Kwv avatapaxwv otV lamwvia, o Kitol emAéyel va mebdvel 6To dvoua, oxL
NG PUACLOTIKNG WALTAPLOTIKNG TIPOOSOU TNG XWPAS TOU, 0AAA TNG ATTOAAVGTG
uag yovaikag. H mpdén g Zavta, amd v dAAn, dev ekAapfavetal ws 6oAo-
(OVIa IOV UTIAYETAL GTOUG AVOPOTILVOUG VOUOUG. AVTIBETQ, ElvaL 1) HEYOAELW-
NG TapaPfaon MoV PETATPETEL AUTIV KAL TOV EPACTI TNG 0€ UUPOAN EVOG
EPWTLOUOV IOV KATAKAVGTNKE ATIO TV aywvia Yo Evwon Kal £QTace péxpL
Tov Bavato. TeAkd, auTd Tov oL U0 Toug SLEKSIKOVV lval Evag SLoopETIKOS
TPOTOG VTIAPENG HECA GTOV KOGO, 0 0TIo{0G uTtepPaivel Ta dpla TNG VAKOTN-
TOG KL TOUG 08N YEL YOpYA GTOV XWPO TOL pibou??,

27 To Kelpevo amoTeAel eMEEEPYATUEV] HOPPT] MEPWV TNG SIEAKTOPIKNG HoU SlatpLfng pe
titho Mia @pilocopia tov epwtiouol atov Kivnuatoypdpo: Eikéves tng embuuias kat o
Georges Bataille. AILO., Tupa @Poocogiag kot HMadaywywkng BOecoalovikn 2016,
http://thesis.ekt.gr/thesisBookReader/id/38157#page/1/mode/2up.
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Alanna Lynch

Disgust and the Fear of Contagion:
An Artwork Presentation

[Abstract] [ present an overview of my artistic practice with a focus on recent work. Based
in research and operating between the areas of art and science, my practice is interdiscipli-
nary. Working with performance, materials and living organisms, I use ideas surrounding the
fear of contagion and disgust to speak about pressing issues.

Through a wider lens that acknowledges systems of power, within my work I examine
how negative affects such as those associated with disgust and fear, are constructed and the
aesthetics surrounding them. I'm interested in the political implications of this, how affect
can be manipulated, how external forces can exert an influence on an individual and the ques-
tions this poses for notions of agency.

Recently a specific focus in my work has been on the fear of contagion and how threat
is registered within the body by rupturing notions of its self-containment, themes I believe to
be urgent in a contemporary context. Speaking of difference and the visceral body, I have
been working with the sense of smell, body fluids and swarms of insects due to their re-
sistance to containment, boundary crossing abilities and affective potency. Working with
feelings of disgust and fear I seek to find a balance with an aesthetics of care and sense of
intimacy in order to achieve an effect that does not push away the viewer but invites them in.

Ideas such as the behavioural immune system, aesthetic disgust and the transmission
of affect are discussed as well as individual works in detail. Works to be presented include
Potentials (2015) an installation/performance with fruit flies, Show of Strength (2015), Con-
cealed and Contained (ongoing) and new work with bacteria.

[Keywords] disgust, affect, self-containment, contagion

I ntroduction. Working as an independent artist and researcher my prac-
tice is interdisciplinary, informed by a background in science and various
experiences. Drawing on studies in biology and psychology, an overall theme
in my work is disgust and the fear of contagion. In this paper I will introduce
my artistic practice, present current research in the area of disgust, and
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touch on themes of contagion that are relevant to my work. I will then pre-
sent specific works that deal with these themes. From breeding fruit flies,
working with hair and body fluids to more recent experiments with bacteria,
all of my work relates to concepts of affect and containment in ways that
challenge rigid categories and seek fluidity across borders.

Background. Within my artistic practice I work with performance, materi-
als and living organisms to examine the politics of affect and questions of
agency. Through a wider lens that acknowledges systems of power, | exam-
ine how negative affects such as those associated with the emotions of dis-
gust and fear, are constructed and the aesthetics surrounding them. I'm in-
terested in the political implications and social impact, how affect can be
constructed and manipulated, how external forces can exert an influence on
an individual and the questions this poses for notions of agency.

Affect is abstract and subtle, operating unconsciously and outside of
language according to political philosopher Brain Massumi?. Unlike feelings
and emotions, affect is not a personal feeling and it has the potential to en-
gage multiple bodies. It is “an ability to affect and be affected... a prepersonal
intensity corresponding to the passage from one experiential state of the
body to another and implying an augmentation or diminution in that body's
capacity to act”2. A key point to understanding affect is that it operates be-
tween people and because of this it can be “potentially such a powerful social
force”3. Massumi acknowledges some of these implications noting that af-
fect, particularly that related to fear, has a strong influence on behaviour and
is frequently used and manipulated for political means*.

1 B. Massumi, Parables for the Virtual: Movement, Affect, Sensation. Durham, NC: Duke Univer-
sity Press 2002.

2 B. Massumi, “Notes on the Translation and Acknowledgements”, in: G. Deleuze & F. Guattari,
A Thousand Plateaus. Minneapolis: U. of Minnesota 1987, xvi.

3 E. Shouse, “Feeling, Emotion, Affect”, M/C: A Journal of Media and Culture 8, 2005, 15,
http://journal.media-culture.org.au/0512/03-shouse.php.

4 B. Massumi, Parables for the Virtual: Movement, Affect, Sensation, 44.
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As affect is so abstract, [ have identified more concrete emotions to al-
low me to take a closer look at these issues. In particular I'm interested in
the aversive emotions of fear and disgust. Recently a specific focus in my
work has been on the fear of contagion and how threat is registered within
the body by rupturing notions of its self-containment, themes I believe to be
urgent in a contemporary context. Speaking of difference and the visceral
body, I have been working with the sense of smell, body fluids and swarms
of insects due to their resistance to containment, boundary crossing abilities
and affective potency. [ seek to balance feelings of disgust and fear with an
aesthetics of care. By emphasizing proximity I create a sense of intimacy in
order to invite the viewer in, not push them away.

While research and theory play a large role in my artistic practice, ulti-
mately it is based in my own experience. This guides the work drawing on
studies in the areas of biology, psychology and experiences in activism as
well as formal artistic training in textiles, materials and performance. This
allows me to bring multiple perspectives, approaches and sensibilities, from
both art and science as well as importantly experience from positions of
privilege and more marginal positions.

This research in diverse areas such as biology, psychology, philosophy,
politics and interdisciplinary studies forms the basis for my engagement
with the concepts of disgust and fear of contagion. Relevant background in-
formation is presented below and provides a deeper insight into my work,
to be discussed following this overview.

Disgust. Disgust is a visceral emotion, deeply rooted in the body and causing
distinct physical responses such as decreased heart rate and respirations.
For these reasons it has often historically been depicted as a reflexive or au-
tomatic unmediated response of the autonomic nervous system. However it

5 B. 0. Olatunji & C. N. Sawschuk, “Disgust: Characteristic Features, Social Manifestations and
Clinical Implications”, Journal of Social and Clinical Psychology 24, 2005, 936.
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is in fact strongly cognitive and while disgust has been found across cultures,
there are socially constructed variations in what is considered disgusting®.
Unlike other emotions, it is not exhibited at birth; children do not show signs
of disgust until at least the age of three?’.

One perspective on disgust views the evolutionary advantage it offers,
operating as a behavioural immune systems. By detecting the presence of
disease-causing agents the organism can avoid contact with them without
using the energy of the physiological immune system. It is a proactive re-
sponse used to infer infection from perceptual cues. In this way it functions
as a gatekeeper emotion protecting the self from outside threats®.

Research has shown that the intensity of the disgust response, and re-
sulting socially avoidant behaviour, is directly related to the individual’s
perceived vulnerability to infection and thus is highly subjectivel0. As we
tend to be sensitive to superficial sensory cues that signal non-normative
appearance, the implications can be seen in how we interact with groups of
people who look and act differently, in how we experience interpersonal dis-
gust and how this can lead to prejudice and discrimination. In addition, re-
search suggests that these responses are not conscious, we may be unaware
of how our social interactions are potentially being mediated by feelings of
disgust!l. The significance of these findings are reflected in the increasingly
popularity of disgust as field of study in the last few years, due in part to its

6 C. Korsmeyer & B. Smith, “Visceral Values: Aurel Kolnai on Disgust”, in: A. Kolnai, On Disgust.
Chicago: Open Court 2004, 1-2.

7 N. Strohminger, “Disgust Talked About”, Philosophy Compass 9, 2014, 482.

8 M. Schaller, “The Behavioural Immune System and the Psychology of Human Sociality”, Phil-
osophical Transactions of the Royal Society B 366, 2011, 3418-26.

9 S. B. Miller, Disgust: The Gatekeeper Emotion. Wahwah, NJ: Analytic Press 2004.

10 M. Schaller, “The Behavioural Immune System and the Psychology of Human Sociality”,
3420.

11 B. 0. Olatunji & C. N. Sawschuk, “Disgust: Characteristic Features, Social Manifestations and
Clinical Implications”, 939.
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role in moral psychology?2.

Beyond its scientific study, disgust has become a popular topic in other
fields, including aesthetics and art. Philosopher Caroline Korsmeyer has
coined the term “aesthetic disgust” to explain the use of disgust in art, that
which provides aesthetic value beyond pleasure through the arousal of emo-
tion. She outlines various functions of aesthetic disgust and the emotions
they can give rise to when used to various degrees. For example it can be
used as political provocation, it can be funny or erotic. She argues that when
disgust is used subtly and reflectively it can in fact be beautiful, invoking fra-
gility and can provide an aesthetic advantage, giving power to the work?!3.
Within my own work I approach disgust with the latter intention, attempt-
ing to balance the aversive response it induces with a sense vulnerability
and care, to use the visceral power and physical response that it evokes to
create an embodied experience that reflects the urgency of the issues pre-
sented.

Contagion. Contagion describes the communication of disease that is
passed from one person to another through contact while figuratively it is a
harmful idea or influence that spreads!4. However, contagion is not only a
metaphor for how ideas and other matter spread between people but in
terms of affect and emotions an actual biological process according to Teresa
Brennan?s.

In The Transmission of Affect, she argues that we can feel the affectual
states of others within our environment and they can influence our own
states with change occurring on a biological level. In other words, the social
environment can lead to physical bodily changes. Brennan believes affect

12 N. Strohminger, “Disgust Talked About”, 478.

13 C. Korsmeyer, Savoring Disgust: The Foul and the Fair in Aesthetics. Oxford: Oxford Univer-
sity Press 2011.

14 “Contagion”, in: Oxford English Dictionary Online, https://en.oxforddictionaries.com.

15 T. Brennan, The Transmission of Affect. London: Cornell University Press 2004.
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can be transmitted between individuals, one-on-one or in larger groups, in
a process that occurs primarily through smell and sound. Social influences
are conveyed to the body through entrainment, a process whereby people’s
hormonal and nervous systems are brought into alignment. This can occur
through chemical or electrical means.

In the process of chemical entrainment, this functions via the sense of
smell and pheromones. Unlike hormones, which operate internally within
an individual, pheromones communicate between people through the sense
of smell. This occurs unconsciously, as they are excreted externally through
the skin or glands. Pheromones, as well as other smells, transmit through
direct contact. Taken in through the air, the foreign molecules enter the body
through the nose where the particles are registered through contact with
the smell receptors. Pheromones emitted by one person can affect another
person in various ways: by acting to produce sex hormones, facilitating
other physiological changes or by directly provoking specific behaviour?e.

Further, Brennan cites research in the area of psychoneuroendocrinol-
ogy, the study of hormonal changes and their relationship to behaviour, that
demonstrates the instant effect of airborne chemicals on mood and “point|[s]
to the power of an unconscious process in determining actions that are ra-
tionalized subsequently as one’s ‘own intentions’'7. In particular, she sug-
gests that smell plays a significant role in the study of brain function in con-
sciousness and intentionality?8. This point is especially significant to my use
of smell in installation and performance.

Beyond contagion in a physical sense, the metaphor describes a blur-
ring of categories, spreading from discrete entities to more continuous from
an outside threat in language where fear and resistance are implied. This is
a common theme within my work, and plays out in many ways.

16 T. Brennan, The Transmission of Affect, 69.
17 T. Brennan, The Transmission of Affect, 75.
18 T. Brennan, The Transmission of Affect, 75.
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The following four recent artworks deal with themes of disgust and the
fear of contagion.

Potentials. Potentials (2015-16) is an ongoing research-based project I be-
gan in early 2015 capturing two fruit flies [ found in my studio and breeding
them over many months. I captured them, providing food and they quickly
grew exponentially in number.

The fruit fly, Drosophila melanogaster, is a model organism in genetic
and more general biological research, where knowledge gained through its
study can be applied to humans. Although humans and fruit flies may look
very different, most of the fundamental biological mechanisms have been
conserved through the process of evolution and so it is a useful organism to
study in place of humans particularly due to the simplicity of the fly gene
structure and its rapid life cycle!9. While the fruit fly is so useful in the lab at
home it is common household pest, often found in the kitchen where it can
be difficult to get rid of and is widely seen as disgusting.

Studying Biology at university I took the Introduction to Genetics class
in which we bred wild type flies with mutant variants and then extracted the
DNA to view the results. Perhaps that experience inspired me to work with
them again, when I found them hanging around my studio. However in this
project, lacking proper equipment and knowledge I developed my own
methods for working with them. Further, with this project [ was only ob-
serving the flies and allowing them to breed, not interfering in anyway with
their genes, and using only locally sourced wild type flies.

Starting with just the two (in retrospect not a very sound genetic strat-
egy!) I experimented with methods of feeding and housing the flies. For ex-
ample, I originally had kept them in containers with tiny air holes only to
discover that the larvae would crawl out and escape. The larvae also escaped

19 B. H. Hennings, “Drosophila - a Versatile Model in Biology & Medicine”, Materials Today 14,
2011, http://dx.doi.org/10.1016/S1369-7021(11)70113-4.
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through small cracks in the container. These were not the only problems I
had in keeping the flies under control, it was challenging when I needed to
transfer the flies to fresh containers not having access to gases used to sub-
due the flies in the laboratory. This challenge in the work highlights an im-
portant concept, containment. Containment is an important theme I explore
in this work, my capture of the flies despite their efforts to defy this.

While in the science lab we used a gas to render the flies unconscious
so as to manipulate them outside of their containers, [ have no access to this.
Instead, I use cold temperature to immobilize the flies; below a certain tem-
perature they are unable to use their wings. [ built a containment glove box,
which allows me to release the flies into it while keeping them contained.
Then I can bring them outside when it's cold and manually transfer them to
new containers with new food. The process captured in video allows me to
speak of this process of containment, to reveal the borders and in some sym-
bolic way to release the flies, while still keeping them safe.

Containment is strongly linked to contagion. Theoretically, the threat of
contagion is that it challenges the perception of self-containment revealing
the vulnerability of both the physical body and its boundaries as well as the
individual as autonomous entity. Western notions of self-containment draw
a distinct boundary between the self and the environment or between mul-
tiple selves. Individuals are seen as distinct entities, autonomous in their
physicality, thinking and decision-making. There is evidence however that
we are much more influenced by our surroundings than we are conscious of.
We are not self-contained in terms of energies and emotions20. These ideas
threaten the stability of the borders of the self and reveal the porous body
both physically but also mentally.

Throughout the duration of this project I have struggled with contain-
ing the flies physically, both accommodating the rapidly and exponentially

20 T. Brennan, The Transmission of Affect, 6.
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image [left]:
A : ¢ . Potentials, 2015-16, glove containment box
— : SRR with live flies.

increasing population and in providing the right conditions to sustain them.
[ have also struggled with the ethics of my role in the process and the control
[ ultimately have over them. Working with the rapid reproduction of the flies
while attempting to contain them I examine the fear that is created by the
flies as a contagion.

As a model organism, the flies can be seen to stand in for humans. With
this work I wonder in what other ways we can learn about humans by stud-
ying the flies. Related to this, I'm interested in the responses we have to
them, those of fear and disgust in particular, and what this might reveal
about us. Within my research I am probing and trying to recreate an aesthet-
ics of this disgust, to identify the aesthetic qualities that provoke these reac-
tions in us.

Atthe same time, I'm interested in the fly as its own entity, as can be see
in the great care and respect I give them, what could be described as an aes-
thetics of care. Tarsh Bates describes this as the aesthetic experience that is
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produced by proximity to and acts of care (either physical and/or emo-
tional) for a living being, taking into account proximity, duration, and power
relations. She says:

Attentiveness to one’s aesthetic experiences during care activi-
ties and to the responses of the cared for can disrupt the
longstanding human/animal dualism and inspire a recognition
of our responsibility towards the others with whom we share
our world and are often dependent upon?1.

[ live with the flies, so as to provide them the best care over a prolonged
period. In this way the work is performative, inhabiting my everyday life.
This caring is very labour intensive, work that is mostly invisible and under-
valued. Mainly this care involves regulating the temperature to facilitate the
most rapid functioning of the life cycle, at around 25 degrees. I must also
control the humidity level and take steps to keep mites from invading the
population. [ routinely provide new food and housing, all of this in response
to the needs of the flies, which can change as conditions vary. [ keep a careful
log of the flies’ development. This is necessary in order to adapt the best
methods of working with them and to achieve what [ want from them, which
is for them to healthy and abundantly reproduce.

While [ stress the importance of the flies, perhaps reflecting a post-hu-
man perspective, in the end [ have the power and control over them. This
brings up another concern, the ethics of this process. While I am relatively
uninvasive in my dealings with the flies, merely providing the best condi-
tions to sustain them, ultimately [ have the responsibility for containing
them and for the rapid reproduction that results. Working with life as an
unpredictable medium, sometimes things go wrong. With this project some-
times all the flies would die. Sometimes mould would take over. Sometimes
[ would neglect the flies.

21 T. Bates, “Performance, Bioscience, Care: Exploring Interspecies Alterity”, International
Journal of Performance Arts and Digital Media 10,2014, 217.
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Potentials, 2015-16, fly data log. I

As [ said, when I first began working with the flies I could not figure out
how to keep them under control and they were reproducing at an alarming
rate forming swarms. For me this was horrifying, to see this abundance of
life that was needy and dependent on me for its sustenance. William Miller
in The Anatomy of Disgust perhaps captures this feeling as he explains,

What disgusts, startlingly, is the capacity for life, and not just be-
cause life implies its correlative death and decay: for it is decay
that seems to engender life... Death thus horrifies and disgusts...
because it is not an end to the process of living but part of a cycle
of eternal recurrence?2.

With a USB microscope I can view the flies up close and record their
movements via video. On a larger scale the feeling of disgust and the sense
of threat also increase as the fly becomes closer through the microscope. Un-
der the microscope it is possible to see the coarse black hairs on the body,

22 W. Miller, The Anatomy of Disgust. London: Harvard University Press 1997, 40.
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Potentials, 2015-16, dead
flies.

the slimy larval casings and eggs something that I emphasize in the process
of drawing. I'm interested in these aesthetic properties of the fly, those per-
ceptual cues that we perceive as disgusting. Nina Strohminger in her review
of disgust has identified some sensory properties associated with disgust
such as sliminess, stickiness and discoloration23. I'm interested in exploring
the aesthetic correlates to these properties.

With video I can similarly capture the qualities of the movement of the
flies which seem inherently disgusting: twitching, throbbing, writhing etc.
The sound, a low background recording of the flies buzzing, also contributes
to an overall atmosphere and feeling perhaps increasing our unease. To
come back to this idea of aesthetic disgust, using these stimuli to arouse con-
tributes not only to a cognitive experience of the work but also a sensory
one. Using this aesthetic visceral response, a “somatic spasm”24, allows me
to create a subtle sense of unease.

[ have presented this work twice publicly; I moved my studio work-
space to the Gothenburg Konsthall (2015) and the Collegium Hungaricum

23 N. Strohminger, “Disgust Talked About”, Philosophy Compass 9, 2014, 480.
24 C. Korsmeyer, Savoring Disgust: The Foul and the Fair in Aesthetics. Oxford: Oxford Univer-
sity Press 2011, 100.
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Potentials, 2015-16,
installation detail.

Berlin (2016), as an installation and performance. The installation served
also as my workspace where I was present to take care of the flies and to
observe and importantly my presence provided the opportunity to speak
with the audience and to mediate the work.

The most recent installation was in April in Berlin. This installation had
more of a focus on interaction and consisted of a large workspace with two
projectors, one hooked up to a live microscope camera, eleven videos played
on televisions and tablets, the live flies in jars, a sound recording of the flies,
photos, drawings, notes, readings, research and diagrams.

The audience response to the work varied, from disgust to curiosity, of-
ten a mix of both. I encouraged interaction and people could and did get very
close to the work. Some even read the theory I had laid out as part of my
research workspace, on the topics of affect, contagion, containment and dis-
gust as well as the science behind Drosophila melanogaster as a model or-
ganism. This literature provided an opening to the work on a deeper theo-
retical level and was available for people to discover if they chose to pay at-
tention and take the time.
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Proximity is a key feature of both disgust and contagion, the closer you
get the greater feeling of disgust and the greater risk of contagion. In my
performance I use proximity as a strategy, to bring the audience in close to
observe and to create a more personal interaction. For example with this
installation the audience has to bend down to see the work some of which is
small and intricate.

For Sara Ahmed a limitation of the disgust response is that it does not
allow enough “time to digest”?5 the object. In her discussion of disgust in
terms of power relations she writes on how important it is to get close
enough before pulling away in order to fully understand the object. I believe
that physical closeness facilitates empathy and understanding in conveying
of the work, particularly when working with something like disgust that may
push people away. This is something [ have also made use of in other perfor-
mances, as I'll discuss shortly.

This is an example of one of my works with insects. As I said before I
have been working with insects, body fluids and the sense of smell because
[ can use to them to highlight ideas around containment and boundaries,
which are integral to discussions of disgust and contagion. Elizabeth Grosz
talks about body fluids in a way that I feel can also be applied to smell and
insects. She says they demonstrate the permeability of the body and “affront
a subject’s aspiration toward autonomy and self-identity.” Without any sta-
ble form “they are engulfing, difficult to be rid of; any separation from them
is not a matter of certainty... Body fluids flow, they seep, they infiltrate; their
control is a matter of vigilance, never guaranteed”2¢. With this in mind, I'd
like to briefly show some of my other work as it relates to these themes.

Show of Strength. In my work Show of Strength (2015) I use both body flu-

ids and smell to speak about these issues. With this work, I use a rope to

25 S. Ahmed, The Cultural Politics of Emotion. Edinburg: Edinburg University Press 2004, 99.
26 E. Grosz, Volatile Bodies: Toward a Corporeal Feminism. Bloomington: Indiana Univ. Press
1993, 194.
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suspend a large jar filled with my urine from the ceiling. Here | am interested
in the effect that subtle use of smell can have, perhaps on an unconscious
level. The strong smell of the urine comes from the growth of bacteria that
accumulates over time, something that becomes a factor when collecting
large amounts from one source. In a past performance [ have used large
quantities of old urine however the smell was overpowering, physically
pushing people away and eliciting a very strong (negative) response. Using
such a charged material as urine [ work to bring people close, not to provoke
them and push them away. Therefore with this current work I use the odour
subtly; the jar has a very small hole at the top that limits the extent to which
the smell is diffused into the room. I also change the urine regularly in an
attempt to maintain a level of smell that is just below what is perceivable,
acknowledging that this varies among people and seen in the varied re-
sponse to the work.

Once again speaking of proximity and disgust, smell is a contact sense,
molecules physically enter the nose and into the smell receptors. Awareness
of this direct contact may increase this feeling of disgust. In this way smell is
an intimate and enveloping sense, unlike sight and sound that are more dis-
tanced?’. The sense of smell is strongly linked to affect and memory?28. There
is something about a biological smell in particular that I find so potent and
emotionally powerful, perhaps serving a protective function. Smell also elic-
its a polarizing response, a strong feeling of like or dislike and it marks the
boundary between self and others29. As critic and curator Jim Drobnick ex-
plains smell is often “the means to corporealize dislike and a prominent ex-
cuse for expressions of racism, sexism, classism and xenophobia”3?. In my
work I attempt to access the power and affect that smell elicits. Through the

27 L. Shiner and Y. Kriskovets, “The Aesthetics of Smelly Art”, The Journal of Aesthetics and Art
Criticism 65, 2007, 277.

28 1. Shiner and Y. Kriskovets, “The Aesthetics of Smelly Art”.

29 ]. Drobnick, The Smell Culture Reader. Oxford: Berg 2006, 13-14.

30 ], Drobnick, The Smell Culture Reader, 14.
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Show of Strength, 2015, Installation, Blond hair,
glass jar, urine.

use of smell in installations and performance I create a shared space in
which the audience becomes directly implicated in the work, taking the
smell into their body. This physical intervention facilitates ideas surround-
ing the body and experience such as privilege, power and marginalization.

The rope itself is made of blond hair that I collected when living in Swe-
den. In creating this work, I obtained bags of garbage from hair salons and
then sorted through to pick out the hair, a process that was itself disgusting.
[ then separated the hair by colour, taking a continuous property into sub-
jective discrete categories. The blond phenotype represents recessive genes,
vulnerable to the expression of the more dominant dark hair phenotypes.
My use of the carefully selected blond hair reflects this vulnerability where
darkness becomes a contagion.

A visual construct of the Swedish identity portrays the white skinned,
blue-eyed, blond haired Swede as unmarked, normal and conventional and
where any deviation denotes “Other” or “foreigner”. This despite the fact
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that most of the hair I collected was dark and not blond. Swedish art histo-
rian Jeff Werner notes that it is now more important to look “Swedish” than
it has been before, pointing to nationalist and racist propaganda where this
blond “Swedishness” is most emphasized31.

The rope is composed of individually spun strands of yarn that are then
twisted together. The strands I spun from the hair were extremely fragile
due to the texture of the hair (blond as typical of most Caucasian hair lacks
a cuticle scale making it difficult to “catch” and form a yarn). However once
twisted together into the rope, it became very strong. Despite appearances
and the fear that the rope might break from the weight of the urine at risk of
crashing to the floor and spilling everywhere, I calculated that it can in fact
hold up to 720 kg, despite the fragility of its parts. In reality the physics be-
hind the hanging jar is somewhat precarious which may contribute to the
feeling of uncertainty and potential loss of control.

image [right]:

Concealed and Contained, 2016,
Performance, Photo: Julia Bauer.
Supported by Tempting Failure CIC and
Arts Council England.

317, Drobnick, The Smell Culture Reader, 37.
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Concealed and Contained. Another work with hair, this time my own, Con-
cealed and Contained is an ongoing project I have been working on since
2009. 1 have been collecting my hair as it falls from my head and spinning it
into a yarn. Unlike the hair I used to make the rope, the texture of my hair
creates a very strong yarn. It is the very qualities of my natural kinky hair,
those that make it unruly and coarse and which reveal my African ancestry,
that facilitate the manipulation of the material. This is one of many works I
have created using my own hair as a primary material. I work with these
qualities of the hair and its affective state: the way it can be perceived as
beastly, as something not-human, something to be feared, to challenge con-
structed aesthetic notions and values. With this work I reference the politics
of black hair/ the black body and hierarchies of value.

When I perform this work I continue to crochet over my naked body,
covering it, having started at the top of my head and with the eventual goal
to cover it all down to my toes. Covering my body puts the focus on its bor-
ders on the space between myself and the audience, while at the same time
creating ambiguity through the act. This work is usually performed in a
small space where the audience needs to watch from up close. Again I use
proximity as a strategy to encourage the audience to come close and to per-
haps experience the act in a new way. This work reflects the themes of dis-
gust and contagion in more subtle ways, through what it suggests. Given the
construct of race, again darkness/blackness can be viewed as a contagion.

Newer works with bacteria. Most recently I have been working with bac-
teria, producing kombucha tea in order to grow the symbiotic colony of bac-
teria and yeasts (SCOBY) present in the cellulose and responsible for the fer-
mentation process. This bacterial cellulose produced can be dried and used
as a textile material. While wet it is slimy, it smells and is overall quite dis-
gusting. The smell of the SCOBY is significant and unusual. Particularly while
drying the strongly acidic, slightly sweet odour becomes stronger and more
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like a smell related to the human body. As well as a material that I can ma-
nipulate and form, growing the bacterial cellulose is ongoing research and
an intervention into my body. [ am actively consuming this material as I
work with it in other ways.

My interest in working with bacteria goes beyond the material proper-
ties. Given that about half of the cells in the human body are bacterial cells32
and acknowledging the microbiome-gut-brain axis whereby bacteria in the
gut have been shown to effect the mind, how people think, feel and even be-
have33 bacteria can be seen as radical in the potential it has to challenge cat-
egories such as subject/object, mind/body and human/non-human.

Currently experiments with this substance are a work in progress, alt-
hough I have produced objects and performances with it. From the dry ma-
terial [ have constructed multiple pairs of gloves. These appear skin-like, the
tone dependent on the thickness of the cellulose. Gloves are a symbol of pro-
tection between the outside and inside, fortifying the borders of the other-
wise vulnerable body. These gloves are made from bacteria themselves, call-
ing into question simplistic, dualistic thinking in favour of a more nuanced
understanding. Further, I see the hand as the site of action, linking it to affect
and agency.

In performance, I first offer the drink to the audience so that they can
also consume it and be physically implicated, extending the earlier discus-
sion around smell, before revealing the full properties of the wet SCOBY. A
strong focus in performance is on the smell and my body in relation to the
material. At the end I share the substance, for people to take, so that they too
can make it at home and effectively passing it on, making the substance lit-
erally contagious.

32 R. Sender, S. Fuchs & R. Milo, “Revised Estimates for the Number of Human and Bacteria
Cells in the Body”, PLoS Biology 14,2016, http://dx.doi.org/10.1371 /journal.pbio.1002533.
33 A. D. Farmer, H. A. Randall & Q. Aziz, “It's a Gut Feeling: How the Gut Microbiota Affects the
State of Mind*“, Journal of Physiology 592, 2014, 2981-2988.
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Actively working with bacteria as a medium, particularly within the con-
text of performance, allows me to challenge ideas of agency, autonomy, and con-
structions of individuality, which form the basis for Western philosophy.

Further discussion. Beyond the themes discussed above my work concerns it-
self with subverting dualities and rigid categories. I feel contagion is such a rel-
evant theme today as it suggests a movement towards fluidity of concepts and
reflects contemporary thought, for example in terms of race, sexuality, gender,
post-humanism, while engaging with the foreign or unknown. Implicit in this
engagement are systems of power. Fear of this fluidity reflects the ability these
ideas have to destabilize hierarchies of power.

Conclusion. In all of my work, I am interested in how relations between people,
and with other entities, are impacted by ideas surrounding contagion while my
interest in disgust relates to its role in maintaining boundaries, whether physi-
cal, social, or moral. Within my performative practice | investigate aversive feel-
ings but by using subtlety and proximity, [ present them in a way where people
can come close and perhaps gain a new understanding or perspective. Through
research, performance, growing, caring, labour and object making, I am enact-
ing ideas that challenge the fear of contagion as it relies upon out-dated notions
rooted in Western philosophy.
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Jenifer Wightman

Material Empathy in an Indivisible Landscape:
Colorful Bacteria Colonize the Underbelly of NYC's
Most Polluted Waterways

[Abstract] In Robert Smithson's 1973 Artforum article "Frederick Law Olmsted and the Dialec-
tical Landscape”, he suggested that the art of remediating could be termed "mud extraction
sculpture” where "A consciousness of mud and the realms of sedimentation is necessary in or-
der to understand the landscape as it exists."

Extraction engages a process of selection and rejection. In the pursuit of selecting a desired
form (positive), an offcast waste product (negative) is also formed. These “wastings” from “pro-
duction” - often recognized for having adverse impacts on the ecosystem - create new land-
scapes. In the United States, the worst of these “new” landscapes are designated Superfund Sites
(aka Comprehensive Environmental Response, Compensation, and Liability Act of 1980 [CER-
CLA)), requiring national, state, and polluting industries to pool funds to remediate highly con-
taminated sites. To see what was living in New York City’s three Superfund sites, I fabricated
steel and glass frames to hold mud and water from each: Hudson River (Polychlorinated bi-
phenyls, PCBs), Gowanus Canal (mire of industrial wastes), and Newtown Creek (chronic oil
contamination larger than the 1989 Exxon Valdez oil spill).

Though difficult to see individually, microbes existing within mud photosynthesize pig-
ments. As a species grows from individual to colony, it becomes visible as pointillist pigments
amass horizontal blocks of transient color. As these bacteria express themselves (i.e. live: con-
sume, reproduce, deplete resources, release wastes), they exhaust their habitat and create an
altered landscape suitable to a successor. Like us, bacteria are bound by the law of conservation
of mass; they constantly select and reject resources from the finite landscape. The resulting pro-
cesses of growth and decay are intimately linked inversions resulting in beautiful transforming
colorfields. As evidenced by these vibrant and literal portraits made from the mud of three Su-
perfund sites, our “wastescapes” still afford simple, highly adaptable, single-cell organisms a
viable landscape to craft a unique, colorful, and synthetic existence. Of course, these human-
transformed habitats are not amenable to all life but the industry of microbial metabolism con-
tinues. Life & landscape is an intimate, malleable, and reciprocal whole.

[Keywords] mud painting, photosynthesis, pigment, bacteria, Superfund, CERCLA, Gowanus
Canal, Hudson River, Newtown Creek, New York City, pollution, toxic, transforming colorfield,
waste
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... but everyone boasts that he discovered the whole

Empedocles of Acragas, 490-430 BCE!

C ircular Reasoning: Being alive requires a life of extraction. Extraction
is a process of selection and rejection from the whole. The selected +
the rejected = the redistributed whole from which selection and rejection
continue to extract livelihoods.

In selecting a desired form (positive), an undesired waste product (neg-
ative) is also formed. Over time, often the supply of a desired resource de-
creases and the offcast waste material increases. Our cell phones, for exam-
ple, require that we excavate the Molycorp Mountain Pass? rare earth ele-
ment facility in California's Mojave Desert, the only rare earth facility in the
United States. The desired rare earth elements are used to make crucial
parts for phones. So while the “mountain” is now an increasingly large hole,
the discarded cell phones - small reservoirs of these limited rare earth ele-
ments - are increasingly mounding up in disparate land-fills3 all over the
world. Our culture of industry is also a culture of accumulated and disor-
ganized waste.

1 “Narrow are the means of apprehension spread throughout the limbs. Many wretched
things burst in which blunt the thoughts. People see a tiny part of life during their time and
swift-fated they are taken away and fly like smoke, persuaded only of whatever each of them
has chanced to meet as they were driven everywhere, but everyone boasts that he discovered
the whole. These things are not in this way to be seen or heard by men or grasped with the
mind. But you, since you have turned aside to this place, will learn; mortal cunning has
reached no further.” (Empedocles of Acragas, Fragments, On Nature, Book 1; 14:43, in: R. D.
McKirahan, Philosophy Before Socrates, 22010, 235)

2 K. Wiens, “A Visit to the Only American Mine for Rare Earth Metals” The Atlantic, 02/12/2012,
http://www.theatlantic.com/technology/archive/2012/02 /a-visit-to-the-only-american-
mine-for-rare-earth-metals/253372/ (accessed 09/13/2016).

3 According to the 2011 EPA report “Electronics Waste Management in the United States
Through 2009”, 11% of our cell phones are recycled suggesting that 89% of these rare earth
elements are diffusely populating landfills all over the place, Table 10, 11 & 12. p 26 of US
EPA Office of Resource Conservation and Recovery, National Center for Environmental Pub-
lications (NSCEP).
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Both the pre-consumer mining “waste” (tailings) or post-consumer dis-
carded “wastes” (trash) - merely co-products of our life - are often recog-
nized as having adverse impacts on the ecosystem (and notably our health).
In actuality, “waste management” creates uncharted territories. The worst
of these poorly managed “waste-scapes” in the United States are designated
“SUPERFUND” sites - sites so polluted that local, state, and national govern-
ments along with polluting companies pool large quantities of money -
where the federal government oversees the shared costs of remediating
highly contaminated sites.

US EPA designation of Superfund was created after the tragic events of
“Love Canal”. Named after the entrepreneur William Love, Love Canal was a
1-mile canal dug in the late 1800’s in Niagara Falls, NY. The canal was aban-
doned and morphed into a local ice skating spot. By the 1920’s it became the
city dump. From 1948 to 1953 Hooker Electrochemical company was the
sole owner and user, depositing 21,000 tons of chemicals, including “caus-
tics, alkalines, fatty acids and chlorinated hydrocarbons produced from the
manufacturing of dyes, perfumes, solvents for rubber and synthetic resins"4.
This canal, now a “filled” in landscape, was deeded to the Niagara Falls
School Board in 1953 for $1 with a liability limitation clauseS. Two schools

4 https://en.wikipedia.org/wiki/Love_Canal (accessed 07/25/2016).

5 Liability limitation clause: “Prior to the delivery of this instrument of conveyance, the
grantee herein has been advised by the grantor that the premises above described have been
filled, in whole or in part, to the present grade level thereof with waste products resulting
from the manufacturing of chemicals by the grantor at its plant in the City of Niagara Falls,
New York, and the grantee assumes all risk and liability incident to the use thereof. thereof,
no claim, suit, action or demand of any nature whatsoever shall ever be made by the grantee,
its successors or assigns, against the grantor, its successors or assigns, for injury to a person
or persons, including death resulting therefrom, or loss of or damage to property caused by,
in connection with or by reason of the presence of said industrial wastes. It is further agreed
as a condition hereof that each subsequent conveyance of the aforesaid lands shall be made
subject to the foregoing provisions and conditions.” https://en.wikipedia.org/wiki/Love_Ca-
nal (accessed 07/25/2016).
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and residential housing were built on this filled-land. By the 1970s there
were significant health issues for those living on or near the area. After years
of investigative reporting and community research, the situation of Love Ca-
nal prompted President Jimmy Carter in 1978 to announce a federal health
emergency and allocated federal funds to help clean up the site. Congress
passed the Comprehensive Environmental Response Compensation and Li-
ability Act of 1980 (CERCLA - or the Superfund Act). CERCLA created a Na-
tional Priorities List - a list of hazardous waste sites in the US as assessed by
the Environmental Protection Agency (EPA). After years of remediation,
Love Canal was removed from National Priority List in 2004¢.

There are three New York City waterways that are currently registered
as Superfund Sites by the Federal Government: Hudson River, Newtown
Creek, and Gowanus Canal. Between 1947-1977, General Electric released
between 500,000 pounds and 1,500,000 pounds of PCBs (Polychlorinated
biphenyls, a potent carcinogen) into the Hudson River. From the 1950’s to
1978, BP, Exxon, Mobil, Phelps, Chevron, Texaco, and others, “spilled”

6 https://www.epa.gov/superfund/superfund-history (accessed 09/13/2016).
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“leaked” and/or “lost” 30 million gallons of oil into Newtown Creek - a 3.5-
mile estuary separating Brooklyn and Queens that joins with the East River.
Gowanus Canal is a 1.8-mile canal built in Brooklyn during the 1880s. It was
home to gas plants, tanneries, paper mills, and chemical plants. It is loaded
with polyaromatic hydrocarbons (PAHs), PCBs, heavy metals, and more. Ac-
cording to the EPA Gowanus Canal “has become one of the nation's most se-
riously contaminated water bodies”.

In the spillway that pours out of the Wollman Memorial Ice Rink, I
noticed a metal grocery cart and a trash basket half submerged in
the water. Further down the spillway becomes a brook choked
with mud and tin cans. The mud then spews under the Gapstow
Bridge to become a muddy slough that inundates a good part of
The Pond, leaving the rest of The Pond aswirl with oil slicks,
sludge, and Dixie cups. ...The maintenance operation could be
treated in terms of art, as a “mud extraction sculpture.” ...A con-
sciousness of mud and the realms of sedimentation is necessary
in order to understand the landscape as it exists.

Robert Smithson?

Understand the landscape as it exists... By applying a microbiology tech-
nique developed by a 19th century soil scientist, Sergei Winogradsky, my
artwork makes visible the the colorful existence of bacteria living and dying
in mud and water samples. As these bacteria extract resources, they express
themselves (i.e. live: consume, reproduce, deplete resources, release
wastes); they exhaust their habitat creating an altered landscape suitable to
a successor (Wightman 2008). In these unaltered photographs, the figure &
the field colorfully morph and move into one another from this singular mass
of finite resources. Here, there are bodies actively excavating, mining, me-
tabolizing, and synthesizing; these are waves of selecting and rejecting that
explore the shifting potentiality of a landscape as it exists. These portraits

7 R. Smithson, “Frederick Law Olmsted and the Dialectical Landscape”, ArtForum, 1973, 127.
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are of both a place and the life this place affords. It is precisely our limits of
vision at the microscopic level that makes us unable to separate the figure
(agent) from the field (minable resource). While technically a “landscape
painting”, with a microscope these temporal portraits of a place could be
considered a “daily life painting” (portraying ordinary bacteria engaged in
common everyday life activities). The ground is synthesized into the figure
just as the figure decomposes into the ground. Each within and among the
other. While fore and back are always a matter of perspective, ground is es-
sential for extracting - for selecting and rejecting resources; “ground” is a
matter of life.

Like us, bacteria are bound by the law of conservation of mass. The pro-
cesses of growth and decay are intimately linked inversions resulting in
beautiful transforming colorfields. In sites recognized by Homo sapiens sapi-
ens8 (“man the knower-knower”) as “wastescapes”, these vibrant portraits of
living mud provide evidence that simple, highly adaptable, single-cell organ-
isms? are crafting a unique, colorful, and synthetic existence. Of course, these
Superfund habitats are not amenable to all life, but the industry of microbial
metabolism is decomposing our wastes and synthesizing their livelihood.
For living compositions of matter such as humans or bacteria, that which is
outer shall become reformed inner and vise versa. Life & landscape is an in-
timate, malleable, and reciprocal whole.

8 Homo sapiens sapiens evolved 20,000 to 100,000 years ago, and is the current name of our
human population with nearly 8,000,000,000 individuals as compared to Homo sapiens idaltu
“man-the-first-born-knower” that came onto the scene ~160,000 years ago.

9 Bacteria have a 3.5 billion year old heritage with a recent estimates that there are approxi-
mately 5,000,000,000,000,000,000,000,000,000,000 currently alive, Prokaryotes, the unseen
majority, Whitman et al 1998 PNAS. http://www.pnas.org/content/95/12/6578.full.
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We need the tonic of wildness - to wade sometimes in marshes... At
the same time that we are earnest to explore and learn all things, we
require that all things be mysterious and unexplorable, that land and
sea be infinitely wild, unsurveyed and unfathomed by us because un-
fathomable. [...] We need to witness our own limits transgressed, and
some life pasturing freely where we never wander. We are cheered
when we observe the vulture feeding on the carrion which disgusts
and disheartens us, and deriving health and strength from the repast.
[...] Compassion is a very untenable ground. It must be expeditious. Its
pleadings will not bear to be stereotyped.

H. D. Thoreau, 185410

We need to witness our own limits transgressed. The United States
boasts of being the first country to legally protect “wilderness” with the Wil-
derness Act of 196411, Initially it protected 9.1 million acres. Today it pro-
tects 110 million. By the Wilderness Act definition, “A wilderness, [...] is
hereby recognized as an area [...] where man himself is a visitor who does
not remain.” In his 1973 ArtForum article, Smithson critiques our national
parks: “Today, Yosemite is more like an urbanized wilderness with its elec-
trical outlets for campers and its clotheslines hung between the pines.” He
also critiques other land management strategies: “Some 5.5 millions of
acres, an area the size of New Hampshire, is currently being bought up in
North Dakota, Wyoming, and Montana by mining companies. “I think” says
Interior Secretary Rogers Morten [Newsweek, 11/09/1972] “we can set the
standard for a new mining ethic so that the deep seams can be mined

and closely followed by an environmental program that is compatible es-
thetically and with proper land use.” One can only wonder what his notion
of “esthetics” is”12.

10 H. D. Thoreau, Walden. 1854. Chapter 17 (Spring), Paragraph 24.

11 “A wilderness, in contrast with those areas where man and his own works dominate the
landscape, is hereby recognized as an area where the earth and its community of life are un-
trammeled by man, where man himself is a visitor who does not remain.” https://en.wikipe-
dia.org/wiki/Wilderness_Act.

12 R. Smithson, “Frederick Law Olmsted and the Dialectical Landscape”, 127.
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Smithson’s skepticism about this esthetic approach to the land might
explain our current moment of naming these kinds of man-made-ecosys-
tems Superfund Sites rather than “wildernesses” (where humans merely
visit, but where microfauna thrive). However, despite its Superfund desig-
nation, the property values surrounding the Gowanus Canal are competitive
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with most neighborhoods in rapidly growing Brooklyn, a target of a new
kind of urban speculation. That is, the toxic-to-human wilderness of Gow-
anus is expected to be re-conquered (or more correctly contained by cap-
ping the mess with concrete and covering the concrete with clean dirt) and
subsequently making it a desirable rugged outback for the civilized Manhat-
tan to enjoy.

In perhaps the best example of effective citizen action, the Gowanus
Dredgers Canoe Club set up an old tractor-trailer alongside the Gowanus Ca-
nal to store canoes. Since 1999, they have been logging citizens that take the
club boats out to explore the “Industrially-zoned” canal. In response to
logged recreational activity occurring within the Industrial Zone and evi-
dence of Canal fishing and fish consumption, the EPA had to enforce a public
health and remediation level safe for those human activities. This direct use
mandated the Canal's inclusion on the National Priorities List and triggered
a half billion-dollar cleanup program. Here, the growth of the economy has
come into conflict with the home. According to the current Wikipedia defi-
nition of oikos, the Greek root behind ecology and economy, refers to three
related but distinct concepts of home: the family, the family's property
(land/resources and slaves/labor, which formed the basic agricultural unit
of the ancient economy), and the house.

So while some contemporary economic models (growth of saleable
products made from material resources with human or fossil labor) express
apathy for an ecosystem (Home) by externalizing costs for waste manage-
ment (e.g. “contaminating” the Gowanus canal), our current system of local-
ized human democracy (“by and for the people” mandated by the US EPA in
the form of Superfund) becomes an act of compassion for other people
(within the geo-political landscape of the United States) which effectively
becomes site-specific ecosystem empathy (has impact on non-human enti-
ties: bacteria, oysters, whales, tidal flux with the Atlantic ocean, etc.).
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My hypothesis prior to making these “portraits”, was that nothing would
live and [ would find no living pigment in these industrially zoned land-
scapes considered too toxic for humans. With these paintings, bacteria
taught me that Waste, as a concept, seriously lacks Imagination. It is with
these paintings, that [ became brutally aware of the limits of my comprehen-
sion of life and the landscape - painted, unpainted, languaged, categorized,
sculpted to grow like an Olmsted park, or blown away from mountain top
coal-mining so I can write this article with primarily fossil-life electricity.
That is, the forms of matter I metabolize to make my life, is the same matter
that will go on to make other life from my daily or my end-of-life waste. Like
all life, I am a discrete momentary mobilization of the finite landscape with
infinite past and future formulations. While it may take bacteria a long time
to decompose the suite of exotic chemicals we released into these environ-
ments, bacteria are internalizing and transforming our toxic waste and re-
leasing their metabolic wastes. In effect, bacteria are cleaning our water-
ways without any federal funding. Form is a time-limited definition of mat-
ter; form is malleable, intimate, and reciprocal with both its past and its fu-
ture. We can reject, discard, dump, and abhor, or we can recover and respect
the composite of this distinctly finite planet where everything is implicitly
raising awareness of empathy; we are all OF until we are OUT OF.

Acknowledgements. Many Thanks to the Lower Manhattan Cultural Coun-
cil, Eymund Diegel & the Gowanus Dredger’s club, John Lipscomb & the
RiverKeeper, Anne Stanner & the Art Student’s League, Mark Shelby Perry,
Heidi Cooley, Margaret Jamieson, and Coburn, Nate & Nancy Wightman.
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Avi Rosen

The Cyberspace and the Emancipated Artist

[Abstract] This paper highlights the cyber-artist and analyses his place and his art in cyber-
space. The central argument is: cyberspace creates a real change in the artist, his art and the
art condition. Some argue that artificial intelligence is the attempt to make humanlike ma-
chines. As soon as the contemporary artist plunges into cyberspace the whole sphere of
knowledge restructures itself around him, mirroring his personal history, his preferences and
habits. A cyber artist equipped with digital gadgets is instantly transformed to an information
cloud system which maintains its homeostasis, its continuity and intrinsic order. This is a
revolutionary situation where the traditional artist, on the one hand loses his autonomy, and
on the other hand is a part of a holistic system, acting inside it and influenced by its interre-
lations. For some theorists cyberspace is a mental geography, free from the bounds of physi-
cal space and time. In many ways cyberspace can be understood as an artistic psychological
“space.” When a surfer powers up his computer, launches a program, writes an e-mail, or logs
on an online application, he often feels, consciously or subconsciously, immersed in a timeless
“place” or “space” that is loaded with a wide array of artistic iconography and iconology. The
cyberspace encourages an artistic awareness and action of the surfer. Sharing artistic infor-
mation is one of the more promising prospects of cyberspace. Such a sharing promises also
sharing in conscious. Cyberspace is a digital canvas, the home of the cyber-artist.

A closer study of two experimental digital video art pieces “Selfie #2” and “Drawing #2”,
illustrates this insight. In these works computer screen and artist’s mental screen are inter-
woven and digitally manipulated, forming contiguity of near and far, inside and outside, ob-
ject and subject within the same time-space. Cyber artist is a multidisciplinary omnipresent
performer of his art=life durée. Cyberspace vanishing point is the pixel on the electronic
gadget display, linked to a “black hole” singularity of a global cloud hubs such as Google, Fa-
cebook and YouTube which drains and short circuits the surfer’s viewpoint and self-con-
sciousness, thus creating a unified global consciousness, perspective, sense of distance, and
artistic expression. This is a paradigmatic shift from the traditional artistic perception of
space-time, and the perspective of the subjective single viewpoint.
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yberspace, as a universe, exerts a decisive influence on culture, society,

economy and art. There is a need of compelling renewed examination
of traditional concepts and ideas in general and of artist’s role in particular.
Cyberspace has become integrated into textures of daily living and into the
artistic world and consciousness!. Some argue that artificial intelligence is
the attempt to make humanlike machines and perfect flawless art2. As soon
as the contemporary artist plunges into cyberspace, the whole sphere of
knowledge restructures itself around him, mirroring his personal history,
his preferences and habits.

Cyberspace is a compressed space-time created and supported by a
cluster of communication networks and computer technologies. It forms a
global digital cloud, linking billions of people, and growing exponentially3, a
global electronic super-system, implementing, among other things, artistic
multi-disciplinary activities. Art Cloud computing can be defined as an Inter-
net-based computing that provides ubiquitous, on-demand access to a
shared pool of configurable art related computing resources (e.g.,