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—for Narration

A film, first of all, tells the story

—for Outer Space

Verifiably outer space is not a thing-in-itself,

but our own organ of perception— with which
the organs of our body are connected in a way that is only
seemingly interrupted by our skin.

(From the preface of Salomo Friedlaender/Mynona,

of its conditions of production.

(Opening title of the video Small Survey
on Nothingness, 2014)

—for Myth

Although I am going to talk

about what I have written,
my books and papers and so on, unfortunate-
ly I forget what I have written practically
as soon as it is finished. There is probably
going to be some trouble about that. But
nevertheless I think there is also something
significant about it, in that I don’t have the
Jeeling that I write my books. I have the
Jeeling that my books get written through me
and that once they have got across me I feel
empty and nothing is left.

(Claude Lévi-Strauss, from the introduction to
Myth and Meaning, 1978)

Katechismus der Magie, 1925)

Our body extends ethereally into the cosmos, the skin

is not its true boundary.

(From Salomo Friedlaender/Mynona, Graue Magie, 1922)

—for Immaterial

There is a work by the

avant-garde musician and
artist Tony Conrad, which I like
a lot and once heard him talk
about. It is called This Artwork
is its Name. The artwork is its
own title, and its title is This
Artwork is its Name. The work
is not printed on paper, nor made
into a neon sign. This artwork
2s just its name. Conrad said that
Jor him, the work expands its
own tautological space, in which
it ex1sts.

(Transcript of the artist talk “The
Bosphorus of My Mind,” which took
place at Platform Garanti, Istanbul,
on January 2, 2009)

—for Anarcheology

This is a theoretical and
practical attitude con-
cerning the non-necessity of all power,
and to distinguish this position of the
non-necessity of power as a principle
of intelligibility of knowledge itself;
it would be rather obvious to use the

»

word “anarchy” or “anarchism,” which
is not suitable, so I'll make a wordplay
and as wordplays are not very fash-
tonable nowadays— let’s go a little
bit against the grain and make a play
on words (which is also... well, mine
are very bad, I recognize that). Then

I will tell you that what I propose is

rather a kind of Anarcheology.

(Michel Foucault, Du gouvernement
des vivants, 1980)

Christoph Keller

PARANOMIA

—for Paranomia

Disambiguation:
Paranomia may refer to:

. The medical condition verbal
paraphasia, an aspect of aphasia,
characterized by the incorrect
naming of objects

. A misspelling of the 1986
Art of Noise single Paranoimia

. A translation of “para nomos”

(alongside the normative), a term
in Greek philosophy, meaning

—for Aphasia

According to the American Heritage Medical Dictionary,
Paranomia s a_form of Aphasia in which objects are called
by the wrong names.

At the same time that I was taking university classes in phi-
losophy and comparative literature, I began working with disa-
bled people in the course of my civil service. One of my patients, a
craftsman in his fifties, had suffered from a stroke and temporarily
exhibited severe disturbances in his motor speech center. It was
called the tip-of-the-tongue phenomenon: when for example cards
with little drawings, or objects like a spoon, were presented to him,
he would actually retrieve the correct word from his memory, but
involuntarily —at the very last moment—vocalize instead either
“Dortmund” (the name of a town in Germany) or “Donnerstag”
(which means Thursday in German). This semantic slip was so
disarming and comical that at times both the patient and I had to
laugh during the therapeutic sessions.

An object wrongly addressed triggers a multitude of associa-
tions in the imagination of a listener. This is the anarchic momen-

transgression, wickedness, lawlesness

(Wikipedia entry for Paranomia)

tum of paranomia in its linguistic form: that it radically questions
the relation between signifier and signified.

Christoph Keller

—for Riddle

When experimenting with forms

I often use writing because it is
a quick way to sketch ideas. This sometimes
takes the form of riddles. One, for example, is
a four-line poem describing human thought
as an immense tree, “the tree of thought,”
which grows on and on from the trunk to the
branches that follow in sequence. Us humans
climb hand over hand from one branch to
another, from one theory to the next, so to
speak —only we shall never be able to leave
the tree of thought! This is not meant as a
metaphor. What is interesting for me, instead,
is that by describing the fatality of not being
able to leave the tree of thought, one has par-
adoxically already created an image for the
possibility of doing so.

—for Alcibiades

In his death, as in his life, Alcibiades combines

every sort of paranomia. He is imagined to
transgress all the limits — of sex and gender, national,
soctal, and political— that define Athenian citizenship. His
behavior breaks all the “rules” of sexuality: the distinction
between erastes and eromenos, the stigma against male
passivity, the essential divide between masculine and femi-
nine. Likewise, his political behavior blurs the line between
democratic ambition and tyrannical aspirations. (...) This
bifurcation of Alcibiades’s character in the speeches for and
against him reflects the ambivalence of his contemporaries:
when Timon the Misanthrope said to Alcibiades, “You do
well to grow, child, for you will grow to be a great pain to
all the Athenians,” some who heard laughed, others cursed,
and some took it very much to heart.

(From Victoria Wohl, Love among the Ruins:
The Erotics of Democracy in Classical Athens, 2003)
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—for Paranomia

Disambiguation:
Paranomia may refer to:

. The medical condition verbal
paraphasia, an aspect of aphasia,
characterized by the incorrect naming
of objects

. A misspelling of the 1986

Art of Noise single Paranoimia

. A translation of “para nomos”
(alongside the normative), a term

in Greek philosophy, meaning
transgression, wickedness, lawlesness

(Wikipedia entry for Paranomia)

—for Aphasia

According to the American

Heritage Medical Dictionary,
Paranomia is a_form of Aphasia in which
objects are called by the wrong names.

At the same time that I was taking uni-
versity classes in philosophy and com-
parative literature, I began working with
disabled people in the course of my civil
service. One of my patients, a craftsman
in his fifties, had suffered from a stroke
and temporarily exhibited severe distur-
bances in his motor speech center. [t was
called the tip-of-the-tongue phenome-
non: when for example cards with little
drawings, or objects like a spoon, were
presented to him, he would actually
retrieve the correct word from his mem-
ory, but involuntarily —at the very

last moment—vocalize instead either
“Dortmund” (the name of a town in
Germany) or “Donnerstag” (which
means Thursday in German). This se-
mantic slip was so disarming and
comical that at times both the patient
and I had to laugh during the thera-
peutic sessions.

An object wrongly addressed
triggers a multitude of associations in
the imagination of a listener. This is
the anarchic momentum of paranomia
in its linguistic form: that it radically
questions the relation between signifier

and signified.

—for Riddle

When experimenting with

forms I often use writing
because it is a quick way to sketch ideas.
This sometimes takes the form of
riddles. One, for example, is a four-line
poem describing human thought as an
immense tree, “the tree of thought,”
which grows on and on from the trunk
to the branches that follow in sequence.
Us humans climb hand over hand from
one branch to another, from one theory
to the next, so to speak—only we
shall never be able to leave the tree of
thought! This is not meant as a meta-
phor. What is interesting for me, instead,
is that by describing the fatality of not
being able to leave the tree of thought,
one has paradoxically already created an
image for the possibility of doing so.

—for Alcibiades

In his death, as in his life,

Alcibiades combines every sort
of paranomia. He is imagined to transgress
all the limits — of sex and gender, national,
soctal, and political— that define Athenian
cttizenship. His behavior breaks all the
“rules” of sexuality: the distinction between
erastes and eromenos, the stigma against
male passivity, the essential divide between
masculine and feminine. Likewise, his politi-
cal behavior blurs the line between democrat-
tc ambition and tyrannical aspirations. (...)
This bifurcation of Alcibiades’s character
tn the speeches for and against him reflects
the ambivalence of his contemporaries: when
Timon the Misanthrope said to Alcibiades,
“You do well to grow, child, for you will
grow to be a great pain to all the Athenians,”
some who heard laughed, others cursed, and
some took it very much to heart.

(From Victoria Wohl, Love among the Ruins:
The Erotics of Democracy in Classical Athens, 2003)



—for Narration

A film, first of all, tells the story
of its conditions of production.

(Opening title of the video Small Survey
on Nothingness, 2014)

—for Outer Space

Verifiably outer space

1s not a thing-in-it-
self, but our own organ of percep-
tion—with which the organs of
our body are connected in a way
that is only seemingly interrupted
by our skin.

(From the preface of Salomo
Friedlaender/Mynona,
Katechismus der Magie, 1925)

Our body extends ethereally into
the cosmos, the skin is not its true
boundary.

(From Salomo Friedlaender/Mynona,
Graue Magie, 1922)

—for Myth

Although 1

am going to
talk about what I have written,
my books and papers and so on,
unfortunately I forget what
I have written practically as soon
as it 1s finished. There is probably
going to be some trouble about
that. But nevertheless I think
there is also something significant
about it, in that I don’t have the
Jfeeling that I write my books. 1
have the feeling that my books
get written through me and that
once they have got across me I
Jfeel empty and nothing is left.

(Claude Lévi-Strauss, from the intro-
duction to Myth and Meaning, 1978)

—for Immaterial

There is a work by the avant-garde

musician and artist Tony Conrad,
which I like a lot and once heard him talk
about. It s called This Artwork is its
Name. The artwork s its own tlitle, and its
title 1s 'This Artwork is its Name. The
work is not printed on paper, nor made into
a neon sign. This artwork is just its name.
Conrad said that for him, the work expands

its own tautological space, in which it exists.

(Transcript of the artist talk “The Bosphorus
of My Mind,” which took place at Platform
Garanti, Istanbul, on January 2, 2009)
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—for Anarcheology

This is a theoretical and

practical attitude concerning the
non-necessity of all power, and to distinguish
this position of the non-necessity of power as
a principle of intelligibility of knowledge 1t-
self, it would be rather obvious to use the word
“anarchy” or “anarchism,” which is not suita-
ble, so I'll make a wordplay and as wordplays
are not very fashionable nowadays—Ilet’s go
a little bit against the grain and make a play
on words (which is also... well, mine are very
bad, I recognize that). Then I will tell you
that what I propose is rather a kind of
Anarcheology.

(Michel Foucault, Du gouvernement des vivants,
1980)

Christoph Keller



ON STAMMERING

From a conversation between

Christoph Keller and Joseph Vogl

CHRI1sTOPH KELLER
So, where I would like to start from with regards to “stammering” is actually
something that I have often experienced myself, but also that I witnessed once
with Jacques Ranciere at one of his talks. He spoke in English, and towards the
end he was asked something by a member of the audience. As he received the
question, there was a sudden twitch that coursed through his body—and from
this corporeal event, an answer then emerged, halting at first, but which ended
up being a complete philosophical thought. I found that extremely remark-
able to see, this becoming-language or coming-to-language in the body. So we
can start with that, perhaps, as an opening image. And then as a second image,
juxtaposed with this, Ludwig Wittgenstein’s Tractatus Logico-Philosophicus,
which ends with the phrase “whereof one cannot speak, thereof one must be
silent.” And I think, one could counter this point allegorically; that, whereof
one cannot speak, one must first, as it were, stammer. So finding something
new, or something which one seeks to conceive and express in language, in fact
proceeds automatically by way of stammering.

JoseEpu VocL
Well, it is possible to approach stammering from various angles. Perhaps
to begin with, there is a historical approach, and thereby also a historico-
conceptual approach. In this regard, it would be important to keep in mind
that in Greek, the translation of “to stammer” is actually barbaros. The differen-
tiation between those who took part in the polzs, in political life— that is,
the zoon politikon—on the one hand, and all those who did not participate in it,
on the other, was an utterly cardinal difference, a categorical differentiation in
Greek antiquity. Those who did not belong to the polis were either something



On Stammering

more than human, closer to the Gods, or otherwise something less than
human —that is, closer to animals. And, in some way, the barbarian also be-
longed on this spectrum, as the person who is without place or order, as the
one who possesses neither a space of order nor a space of emplacement, and
who for the Greeks, in some sense, emitted animal noises. And that was stam-
mering, “barbaros.” Thus, with stammering we diverge in a certain sense from
the anthropomorphic, departing from this, if you will, mythical plane. In stam-
mering, language takes on a form that is something less than human. And we
could also say that in the process, language is deterritorialized. That is, it loses
its syntactic order, it becomes semantically blurred, and it also becomes pho-
netically blurred. So in various regards, stammering implies a loss of differenti-
ation. That would be, I think, a first point, which would also, if you like, explain
the shame that is associated with stammering, or even more strongly, with the
almost pathological concept of stuttering. The shame that is associated with

it is at root the shame of something which departs from the protective form

of the human being, which exposes itself, in a way, as such corresponding to a
physiological remnant, a noise that belongs less to the tools of speech than to
the tools of eating, or a language which—and this may be a really important
aspect here—essentially loses communicative substrata. Or rather, it is a com-
municative disturbance. If this is conceived of as an initial systematic aspect,
one could say that stammering or stuttering— though I actually prefer stam-
mering —is a disturbance in the communication with oneself and with others.
And that which reveals itself in this disturbance is in fact something physio-
logical, is an obstacle which articulates itself physiologically...

CK
I would like to try to turn this around, because for me, stammering—and
perhaps you might even agree with me here—is not just a transitional state
which leads from speech to stammering, but also from stammering to speech,
as | earlier described in the case of Jacques Ranciere. Stammering would then
be the antecedent to fluent speech. And all speaking would also emerge, in a
certain sense, from stammering. It may be that we only learn to suppress this
stammering, but in principle then it would be a kind of “gathering of thoughts.”
Which is very similar to your book On Tarrying, in which tarrying is virtually
the antecedent of an action. I would like to throw light on the concept of
stammering from this angle.
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JV
Another extremely important aspect here is that stammering represents an
interesting marking on the various axes of language. One could say that the
direction of spoken language is prescribed by a syntagma, which is to say,
by a continuous chain of syntactical units, and that decisions must be made at
every link of the chain, that a choice must be made from the paradigm. Contin-
uous speech, then, means making choices vis-a-vis each part of the sentence,
each syntagma, each paradigm, thereby endowing speech with direction—a
direction which is prescribed, for instance, by the verb, by definition, etc.,
but also through semantic linkages. Here, stammering occupies an interesting
position, because in a sense, it shifts the sentence—and hence also the trajec-
tory of the utterance—into a state of suspension, into a peculiar hesitation
or indecision. The trajectory is interrupted, and in fact, stammering is often
associated with the start of a search process. A search process in which, for
example, various alternative possibilities for continuing arise. In such cases, a
sentence which might conclude either positively or negatively, that is to say, in
a negation or in an affirmation, seems suddenly to allow both possibilities to
appear simultaneously. It is conceivable that at a certain point, various images
surface which exhibit various shadings, for example with regard to semantics.

And at each of these points, stammering introduces a kind of carousel
of possibilities, and represents a gain in, as well as an impairment of, quali-
ty—namely an exit from communication, for example, an intensification
of communication with the self'in the form of a question, or the like. It is
not therefore just a subtraction, but also a multiplication, specifically one of
possibilities.

In stammering, then, the direction of continuation, the trajectory of the
sentence, of the utterance, and not least of all of a movement of thought, in
tact remains open. Which is why stammering has in this regard the character
of a potentization of that which is spoken. Which is to say, precisely not only
of a depotentization, in the sense that communication is interrupted, but of a
potentization where a wealth of meaning is in a sense present and the specifi-
cation of the process of selection has not yet come to a conclusion.

CK
Barnett Newman, for example, in his essay “The First Man Was an Artist,”
writes that the first utterance of humanity was actually not a factual state-
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ment, but rather a poetic exclamation—an attempt to linguistically address
something unknown, something inconceivable, something new. As an artist I
am interested in the poetic, this possibility of expressing something new with
language via the detour of stammering—via the suspension, which you have
mentioned as well. For me this suspension is the moment in which one does
not yet wish to commit to one way of expressing something in language. It is
effectively the holding open of all possibilities.

JV
A similar question was reflected upon in the eighteenth century in a variety
of narratives concerning the origins of language—in the supposition that the
first phoneme was an onomatopoetic utterance, which is to say the Rousseauian
natural phoneme, an “ah” or an “oh,” or simple onomatopoeia, which is in some
sense preverbal and of course above all pre-conceptual. Something similar is
found in Nietzsche, who said, for example, that first there was an image, then
a phoneme related to that image— the concept emerged only after a long filter-
ing process. And here too, stammering is, if you will, actually positioned prior
to the ordering and directional force of the conceptual (that is to say, assuming
that stammering is a mere phonetic phenomenon still devoid of syntactic conti-
nuity, as yet undetermined by syntactic determinations).

Here, too, we could say that it does not necessarily generate a zero point,
but instead the most extreme intensity, in which concepts themselves are set
into suspension.

Formulated somewhat differently, one could say that insistently present in
stammering is meaning, but that this meaning does not yet exist. Conspicuous
in stammering, hence, is an insistent potential for meaning.

CK
Great! Well that’s already a first conceptual rapprochement. But now I would
like to divert your attention to something else: a sentence written by Karl
Jaspers, which says that the emergence of language is a leap, and that language
is an absolute limit for us. So the emergence of language is of course a leap
from a historical standpoint, but also ontogenetically: the child comes to lan-
guage by way of stammering. Can we put it like that?
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JV
I would say that stammering— which interests you, and which perhaps
interests me as well—can emerge in the first place only under the condition
that language exists, and secondly under the condition that speech is possible.
Stammering, then, about which we have just spoken, is something which is
engendered only under the preconditions of a language system, or of language
as such. And I believe (even if one states it cautiously, or even incautiously)
that this would also be the artistic side of things. Gilles Deleuze, for instance,
has made this clear on the basis of a variety of examples, with reference to
Proust, to Cummings, to Ratka, to Sacher-Masoch —that artistic language
begins where the internal, the immanent capacity of a language to stammer
in some sense becomes the artistic motor. Which also means that in friction,
in phonemic friction, in asyntactical formulations (or even in grammatical
sentences such as Bartleby’s famous “I would prefer not to,” which functions
as an interruption), that at all such points, interruptions are incorporated
whose linguistic potential, ultimately, engender that which Deleuze refers to
as “the new.”

An important aspect, I believe, is the fact that at least for a certain form
of modern literature, for example (and we could probably say the same for
modern art), certain central operations consist in reductions of the ordering
gestalt of the world. And hence in the returning of the world (an existent and,
so to speak, linguistically established world) to a condition which one might
refer to as becoming: one in which the world develops embryonic aspects, is
no longer present in the form of predetermined structures. And stammering
(Deleuze says that stammering also consists precisely in the act of bringing an
entire language itself to a state of stammering) would have precisely this form,
would reduce stable relationships in the world, constructions.

And of course, stammering would then mark out something along the
lines of a connection failure, as in film editing. In a certain sense, one could say
that the films of the Nouvelle Vague stammer, for example when it is unclear
how we are moving from one shot to the next. Or when it is clear that the
transition from one shot to the next is being presented in multiple ways. There
is a wonderful scene in Godard which enacts this. The question here is: how
does one pass through a door? In Le mépris (1963), Michel Piccoli opens a
door, steps through it, and closes it behind him. Then the next time: the same
door. Michel Piccoli stops, opens the door, and you realize suddenly that in the
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middle, the glass window, which is to say the door panel, is missing. He passes
through the space of the absent door panel, leaving the door closed. And the
third time, he does both, he opens the door and passes through the space of

the absent door panel. He has now enacted all three possibilities: first, to pass
from one room into another; second, to deal with the door; and third, to surpass
this threshold. And I think that a similar form is associated with the connection
failure, where it becomes clear that progress or continuity through space, for
example (through metric space as well) is interrupted and becomes entangled
in errancy. And I believe that this erratic quality, this errancy into indecisive-
ness, this “ah” of stammering is quite important, and leads to a structure of
indecision in which the stability of the world, the structuration of the world
and the fact, for example, that the door exists, becomes bracketed, so to speak.

CK
It is possible that through stammering one actually hints at something nor-
mative, where non-stammering, the continuity of speech, would then be the
normative. In your film example, this is represented by the doors, the exis-
tence of which is not challenged until precisely this “stammering” is produced
in the film, through which the existence of these very doors, or of the object
at all, is then pushed back and forth and is thereby analyzed. And this process
takes the object itself out of the world, so to speak, and interrogates it in a
poetic manner.

JV
As a system condition, basically, stammering is remote from a condition of
equilibrium. It might be possible to compare this more clearly with a chaotic
system, which is to say, with that which the mathematician Benoit Mandelbrot,
for example, attempted to describe. An interesting contemporary physicist,
a physical chemist, Ilya Prigogine, describes how turbulent systems—for
instance liquids characterized by the presence of laminar currents, which is to
say by currents within which sudden interruptions occur, resulting in turbu-
lence—are not entirely unordered. In fact, it is a question of a relatively organ-
ized system, albeit one remote from a state of equilibrium, of a state in which
(and precisely this formula is used by Ilya Prigogine) “the system tarries.” It
is impossible to determine how a given state is capable of leading to a given
future state of the system. Instead, all possible states of the system are brought
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into play, which leads to the circumstance that there is no probable—that is
to say, no “normally probable” —future progression.

Instead, we find a hyperbolic state of the system in which even processes
of probability become fully irregular. And this “tarrying system,” where the
transition from one state to another is unclear, is remote from a condition of
equilibrium. To this extent, it could be said that linguistic conditions of equi-
librium, too—which is to say their balance—may be suspended.

CK
[ find this formulation of the “tarrying system of fluids” fascinating, because
in it, the scientist seems to “subjectivize,” to a certain extent, the medium or
nature in a way that we might expect from artists rather than from scientists.
Nature, in the form of a fluid, is said to tarry, which is more or less a human
characteristic.

On the possibility of two opposing facts in stammering, I also think of
C.G. Jung, who, speaking about religions, said something along the lines of:
they remain strong so long as they can absorb and bear contradictions. And as
soon as they cease to be able to do that, they become dogmatic and thus lose
the strength which actually constitutes them as religions.

JV
Every system, it seems to me, when it displays a certain tendency toward
self-reproduction, when a system develops an immanent intelligence in order
to, in a certain sense, propagate itself (and this pertains as much to econom-
ic as to social systems), must have margins through which contacts with the
environment (in addition to all notions of closure, all ideas of delimitation, and
so forth) are endowed with manifest openings—which is to say, flexible ends,
frayed edges, and so on. Gilles Deleuze once asked: Why does capitalism func-
tion so well? Because everything leaks, because there are holes everywhere,
and because despite this, although nothing functions, it always continues.

To turn disturbances toward functionality —this is an elementary defini-
tion of cybernetic systems, for example, which maintain themselves by incorpo-
rating disturbances. Basically, every disturbance is an opportunity for optimiz-
ing the system.

But there is, I think, another interesting aspect to stuttering or stammer-
ing. In a marginal remark, Lévi-Strauss indicates that in various indigenous
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North American myths, stammering or stuttering is associated with stumbling.
This means that since both speaking and walking are forms of forward motion,
it becomes possible to establish a certain congruence or analogy between differ-
ent disturbances of forward motion. And in many cases, the one who stammers
is also the one who stumbles. Stumbling is often triggered by stammering, and
vice versa.

CK
But in many cultures it is precisely the stumblers, or those who stammer, who
are taken to be proximate to the Gods or to divinity. And that manifests itself
then, for example, in glossolalia, about which Felicitas D. Goodman has written
a great deal, so this connection between stammering and transcendence...

JV
This would provide us with another way of zeroing in on that which occurs
during stammering: glossolalia or so-called speaking in tongues is not actually
the speaking of a language, but instead the speaking of languages.

That which is articulated there, in a kind of Pentecost miracle, is the si-
multaneous speaking together of various languages, no one of which remains
identifiable. Languages are positioned in relations of intensive friction with one
another, and therefore stammering would be, as a matter of definition, not a
case of “not speaking,” of “not speaking a certain language or of not enunciat-
ing a specific sentence,” but instead a kind of guide to a glossolalian “speaking
languages in the plural.” As though it were, so to speak, a pluralization of the
speaking of a language in stammering.

If we spoke of the branching out or bifurcation which takes place in stam-
mering, then this actually means not merely that the continuity of speech as
such is called into question, the forward movement of the sentence, is not just
a question of the interruption of semantic and syntactic structures, but instead
that language itself is now pluralized in the process. Just as in glossolalia,
where it is not a question of nothing being spoken, but instead of the fact that
no one language is recognizable.

Perhaps we should say more about this, because I mentioned the analogy
between stumbling and stammering: it is interesting that precisely in bio-
mechanics, for example in attempts to describe human locomotion, that the
human gait is not characterized normatively as the performance of upright
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walking, but instead as the continual avoidance of falling. To take a step, then,
means to resist the gravitational force of the body in a falling state, so that
walking is nothing else but a perpetual interruption of falling. And of course,
the act of speech, of speaking continuously, could also be conceptualized as a
continual interception of stammering or stuttering. The interesting twist here
would be that the norms of correct speech, and hence syntax, grammar, se-
mantics, etc., would no longer be taken as the guiding elements of continuous
speech, but on the contrary, the interruptions, the disturbances, which is to say
not the constants, but the variables, which surface there. And this could result
in an interesting theory of language, if we say that language, the command

of speech or of language in speech, is defined less in terms of unitary forms
which are hence associated with corresponding constants, but conversely in
terms of interruptions, failures of connection, etc., which is to say, of the stut-
tering which must be perpetually intercepted within language in order for
speech to proceed.

CK
In relation to language, that would mean that there is initially an antecedent
to that which is verbalized, which would more or less like to find its way to
verbalization, and it is in this very process that stammering comes about. That
really fascinates me. I'm trying to draw a connection to my exhibition “Verbal/
Nonverbal” (Esther Schipper, Berlin, 2010). It deals with states of trance, and
these are—as, for example, some hypnotists maintain—rather the basic states
of being, and conscious utterances are only very exceptional configurations.
I would like to pick up on your image of walking, which is almost just a perma-
nent forestalling of falling. In this way, conscious speech, as it were, would be
a permanent forestalling of falling back into a pre-verbal state, which, however,
is actually the basic state. Because the conscious state always requires an effort,
namely that of a permanent response.

JvV
And hence, the knowledge of the Structuralists, of course— which is to say
the Structuralists who emerged from the so-called “linguistic turn,” but also
those who grasped the unconscious of linguistic structures; Lacan, for example.
Of course, they know very well that in order to speak at all, one must not wish
to speak. Intentional speech, then, is a speech which interrupts itself. In fact,
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I can speak continuously only under the condition that I do not reflect upon
how one utterance is linked to the next. Otherwise, speech cannot function.
Which means that speech actually functions under the condition of reduced
consciousness, that it functions, so to speak, “unconsciously.” Kleist is a terrific
experimenter in this area, when he writes, for example, about how Mirabeau,
standing before the French Revolutionary Assembly, all of a sudden, through
a kind of explosion, no longer reflected, no longer framed his ideas, but
instead—as though animated by an electrical spark—delivered the speech
which captivated everyone. And I think this is absolutely decisive, that a
heightened sense of consciousness hinders speech.

Just as one of the great schizophrenic thinkers, Daniel Paul Schreber,
spoke about so-called Denkungsgedanken (not-thinking-of-anything-thoughts),
which inhibited thought. Assuming we take this seriously, that means of course
that what manifests itself in stammering is not a reduced consciousness, but
instead, on the contrary, a heightened consciousness.

This means that if consciousness is assoclated with volition, and if volition
is related to the affirmation of a decision, then we find that it is in fact the high-
est degree of consciousness, which is to say of a volitional force, and hence of
decision-making potential, which hinders the continuous progress of speech.

Stammering, then, would represent not a reduction of consciousness, but
on the contrary, an almost catastrophic eruption of the awareness of language.

CK
Just as it is said of schizophrenics that they possess a certain lucidity, deal-
ing with language in such a way, that it... breaks... well now I am stammering
myself, somewhat. And we can presume that this is no coincidence, that it is
precisely those who operate around such a threshold that are able to perceive
the normative element in language very clearly, and that the transgressions
they make there are in no way arbitrary.

JV
[ would be very cautious there... and I don’t really know enough about this...
so I would call for a certain amount of caution there...

CK
(laughs) Yes, well that's why I was stammering.
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JV
Of course, there is also the other extreme, catatonia, in which nothing at all
happens any longer. But if schizoid conditions (intended not in the pathological
sense, but instead in an ethnological, in a behavioral-technical sense) play a role
here, then you could say that stammering and the forms of expression associ-
ated with it have to do with problems of coherence, that it exposes these prob-
lems and possibly leads toward a solution.

And problems of coherence may be located at a variety of levels. A condi-
tion may emerge (for example through the use of a concept like that of “man”
or something similar) in which the existence of a norm represents a definitive
problem of coherence. Because this concept can no longer be accommodated
within a certain world, where it lies like an unwieldy beam, a steel girder that
can no longer be adapted to these structures. Which is to say, one is confronted
by a problem of coherence which must be resolved, and this may involve in-
sanely complicated constructions.

There is the celebrated case of a schizophrenic who was also analyzed by
Deleuze, among others. Of someone who was incapable of speaking English,
his mother tongue. He could speak, then, only by avoiding his native language.

Now this individual, who referred to himself as a student of languages,
was extraordinarily educated —he knew Hebrew, could speak various Slavic
languages, German, other Romance languages, and of course French—and
he managed (and, again, this approaches the edge of glossolalia) to frame words
and sentences which sounded English but which were composed of words and
phonemes from all other possible languages. His performance, then, resembled
a mimicry of English, in which however no word, no trace, no phoneme, and
therefore no unit of meaning was still decipherable as English.

In a sense, this represents an approach to a problem of coherence, to
solving an almost irresolvable problem of coherence, namely the normative
ordering of the so-called mother tongue (which is to say English as the lan-
guage of the mother), in a sense of banishing the mother from language.

And as a result, we find completely different combinations which in a sense
traverse the entire map, linguistic combinations which achieve one thing: to
generate a language that sounds like English, but from which the mother has
been expelled—a language where she does not exist.
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THE TROUVELOT STORY

Etienne Léopold Trouvelot (December 26,
1827—April 22, 1895) was a French artist,
astronomer, and amateur entomologist, who
became famous for the unfortunate introduc-
tion of the Gypsy Moth into North America.

In the mid-1860s, Trouvelot imported
Gypsy Moth egg masses from Europe to
the United States, raising their larvae in the
garden behind his house in Massachusetts.
Trouvelot’s interest in breeding the moths
remains unknown. By mistake, some of the
larvae eventually escaped into the nearby
woods. Aware of the environmental problem
he might have caused, Trouvelot alerted
other entomologists right away. However, the
situation was underestimated and at first no
effective measures were taken to prevent the
species’s spread.

Not long after this incident, Trouvelot
gave up entomology and turned to astronomy.
His interest in the field apparently developed
after witnessing several auroras around 1870.
Being an excellent draughtsman, he was able
to accurately illustrate the astronomical ob-
servations that he made with large refractor
telescopes. Soon he gained recognition for his
remarkable drawings and paintings of a wide
range of subjects, such as solar prominences,
stellar constellations, and galaxies. At the
time, the choice between astronomic illustra-
tions by artists versus the new medium of
photography became the subject of scientific
debate. Trouvelot’s work served as an example
for the proponents of drawing; the proponents
of photography, however, eventually prevailed.

Trouvelot left the United States in 1882
and moved back to France, where he joined

the Meudon astronomical observatory near

Paris. The magnitude of the problem he had
caused by releasing the Gypsy Moth became
evident only a few years later, when the local
authorities in Massachusetts named the
Gypsy Moth as a serious threat to the region’s
forests. Attempts were made to eradicate it
with traps, pest control, and even with flame-
throwers. But in the end these efforts were
all unsuccessful. To this day, the Gypsy Moth
continues to spread its range on the North
American continent.

Some of Trouvelot’s late photographic
works found their way into the art world
long after his death, when they were printed
in the fifth issue of the surrealist magazine
Minotaure by its editor, André Breton, in 1934
Those images were photograms of electrical
discharges on photographic paper, with titles
such as Etincelle électrique directe, obtenu avec
une bobine de Rulmkorff’ (Direct electrical
spark, obtained with a Ruhmkorff coil).

Oscillating between the spheres of art
and science, Trouvelot can be seen as a symp-
tomatic as well as tragic figure of the late
nineteenth century—not only because he was
a gifted artist in a declining craft, who became
famous for causing the world’s first well-
documented ecological catastrophe unleashed
by a single man—but ultimately because he
was a visionary in a time when visions were

rapidly changing.

Etienne Léopold Trouvelot’s works and life
story were one of the entry points to the
exhibition “ZAther — from Cosmology to
Consciousness” by Christoph Keller in Espace
315 at the Centre Pompidou in Paris, 2011.



s FRI
SRt
il | . J |
| §eod 1&
T
e
1 . ¥ ¢

THE AMEEMN'AN SILK YWOVREM,

ET la THFLTELDT




Top: Etienne Léopold Trouvelot, Direct Electric Spark, 1885
Bottom: Etienne Léopold Trouvelot, Total Eclipse of the Sun, May 6, 1883

THE VIEWER AS A SCIENTIST

A conversation with
Jimena Canales,
Sarah Demeuse,

and Christoph Keller

SArRAH DEMEUSE
I think we should start by going right at the title of this conversation:
“The Viewer as a Scientist.” I think it’s necessary, Christoph, that you unpack
this phrase. For instance: Who is viewing? What kind of scientist do you have
in mind?

CuristorH KELLER
In general, I think that titles are meant to trigger the imagination. “The View-
er as a Sclentist” juxtaposes two elements, of which one is the viewer and the
other is the scientist. The two are almost mythical figures: the scientist refers
to scientific observation and thereby to the famous external observer in science.
The viewer is also a mythical figure in the arts, as the beholder and contem-
plator of an artwork. I wanted to bring together not only these two figures, but
also the places they inhabit. The scientific observer, on one hand, is connected
to an architecture like the observatory or the laboratory. The viewer in the field
of art, on the other hand, is related to a museum, or to an exhibition space.
Intersecting these spaces of science and art is a recurring feature of my work.
I'm interested in the superposition of these two fields, and in finding out how
this quasi-complementary relation that I, at least, assign to them plays out.

SDM
While “The Viewer as a Scientist” at first sounded grammatically odd to me,
I was also very much called in by it, because it broke down this idea of there
being one general scientist, as if built according to a prototype, and that all
scientists followed this formula.
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JiMENA CANALES
There’s no single essence or quality that turns someone into a scientist. Being
a scientist, according to the philosopher Mary Hesse, involves “the decision
to enter a certain form of life.” Today a scientist is an expert with proper uni-
versity diplomas and degrees who participates in the scientific community as
such. But Thomas Kuhn in his The Structure of Scientific Revolutions' reminds
us of the fragility of such a job in times of change: “The man who continues
to resist after his whole profession has been converted [to a new paradigm]
has ipso facto ceased to be a scientist.” This is something that many other soci-
ologists have written about. But even if we understand the complexities behind
the category of scientist, the idea that there’s a particular scientific “form of
life,” which entails becoming a certain type of person, engaging in a certain
form of rational discourse (think of Jiirgen Habermas), going to certain places,
and even wearing certain kinds of clothes, is prevalent. It is a “form of life”
that is frequently confused with particular cognitive abilities (having powerful
or enlarged brains) and particular beliefs (such as secularism, materialism,
and reductionism) and which is commonly seen as resulting in the discovery
of transcendental universals. It’s a social position that, I believe, has a great
authority in our contemporary world—a monopoly on knowledge, in many
respects. Your title, I think, can help us rethink it.

CK
To whom one speaks, both in the arts and in the sciences, is a question that I
am very interested in. Who is the abstract other? The opposite of what you
describe as the “general public” would be something like an acknowledged
spectatorship, where instead of seeing the other as an amorphous mass, one
perceives the other similar to oneself, as a counterpart. This reminds me of
what the documentary filmmaker Johan van der Keuken once taught us as
students: to assume the same amount of consciousness behind the eyes of an-
other person as that that you assume for yourself. That means to address
everybody else—not only in front of the camera, while shooting documentary
film, but also off-camera and in real life—as persons, not as props. And this
is something that really changes one’s dialogue with an audience. This is likely
the case in science, but it’s especially true in the arts. You can observe how a
given work of art approaches its audience—if it understands its viewers to be
conscious beings or if it addresses them as a mass. And this is where something
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ethical or political comes in, both in the arts and in contemporary sciences: in
the question of how an audience is addressed.

SDM
So an artwork that assumes the other’s consciousness instead of numbing
her—it acknowledges her as an active viewer and not as a passive spectator.
What do you specifically think about, Christoph, when you think of the art
viewer as sclentist?

CK

Paradoxically, “The Viewer as a Scientist” first makes me think of a reversal
of the direction of the view, and of the attention being directed towards
oneself as a viewer rather than that being directed towards an object. The
idea that a viewer becomes aware of being an instrument of his own percep-
tion, a sensorium if you like. This is something that is, for example, present
in my installation Wiinschelruten Testfeld (Divining rod test field, Kunstverein
Hannover, 2004), where visitors were asked to sense the course of water pipes
that I had installed beneath the floor. The drawings of their assessments were
later photocopied and bound. Using a divining rod is almost a form of medita-
tion, for which you have to relax, focus on nothing in particular, and trust your
own inner impulses.

Also I think about Robert Smithson and Mel Bochner’s magazine insert
The Domain of the Great Bear (1966) in which a text describes the artists’ experi-
ence wandering around the Hayden Planetarium in New York, joking about
a sign that says, “Solar System & Rest Rooms,” with an image of a pointed fin-
ger showing the way. This artwork is also formally important, because it was
very consciously conceived as an artists’ insert in a magazine and not as a mu-
seum piece. The work hints to the fact that museums were educational places at
the beginning of modernity, where members of bourgeois society were initiated
in rituals of culture. Some remnants of these rituals and regimes of viewing
still exist in exhibition displays today.

JC
The observatory, the museum, and the laboratory are three institutions that are
as central to modern science as the legislative, judicial, and executive branches
are for modern government. A lot of people have a certain view of modernity
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tied to science, tied to technology, tied to objectivity. But this is a caricature;
it's ideology. I've studied the history of how these associations were set in
place, and no longer take them for granted. It is common to think that science
is more tightly aligned with knowledge than with the arts and crafts and that
science is what made us modern. But many others have considered technol-
ogy as emerging more closely from the arts and crafts, and have found that
truth is distilled and in a purer form in fiction or poetry than in math. Since
the seventeenth century, thousands of scientists have dedicated themselves to
promoting a particular view of their profession in public lectures and publica-
tions. That kind of promotion has been as much a part of their job as actually
doing science.

It is important to remember that the opposition between the sciences
and the arts is quite new. The sciences and the humanities were engaged in a
friendly dialogue for a long time, but after the Albert Einstein/Henri Bergson
debate of 1922 (which is the subject of my recent book)* and especially since
the “Science Wars™ of the 1990s, the competition has gotten ugly. One side has
won out. It’s shocking to realize how important science is in our world and yet
there is almost nobody watching it from outside, with a critical distance, and
with the authority to discuss what’s going on.

CK
I'd like to add a few words about this dichotomy of art versus science, or sci-
ence versus art. I think it’s rather interesting to look at their interrelations. In
my early essay “Physics of Images—Images of Physics” (which is also includ-
ed in this book) I stated that you actually cannot think of science as something
separate from the rest of culture and I try to elaborate a sort of “complemen-
tarity principle” between the two. Scientific developments would most certain-
ly have been impossible without the parallel developments of philosophy, of
psychology, and also without the advancements of literature and of the arts. If
you think of all the breakthroughs and paradigm shifts in science, they never
came completely out of the blue, or because of one single genius scientist, even
though this is how it is sometimes portrayed or mythologized. In fact, scientific
advances are often made possible by a cultural, social, and political development
that accompanies or precedes them. To say it more provocatively: without the
rest of culture, without philosophy, and without art, science simply wouldn’t
be there.
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SDM
What you say outlines a role for the arts as intertwined with the rest of
society. Can you give an example of how this entanglement plays out in your
own work —for example in your Zther project at Centre Pompidou in Paris
in 20117

CK
This interrelation of art, science, and other fields is something that I have
always been interested in. When I worked on “ZEther—from Cosmology
to Consciousness,” for instance, which I conceived as an artist-curator, I began
by proposing a “quasi-historiography” of the twentieth century, with a large
selection of artworks with an emphasis on photography hung in a fictitious
timeline. All the works dealt with the notion of the medium, either as address-
ing mediality or referring to the person who embodies spirits in trance seances.
The exhibition was very dense and also featured books, video installations, and
a film program. Every day we invited a philosopher, a scientist, or an artist to
give a talk around the notion of the aether. It was almost like a public exhibi-
tion-conference centered on the question of the void. I purposely chose the ae-
ther as a topic because it’s so broad and essential —the aether is the substance
which constitutes the void. This subject inevitably leads us to the question of
space, and, at the far end, to the question of the existence of god. These philo-
sophical and theological tangents are still encapsulated in our current concep-
tion of space-time, as described by the theory of relativity. And contemporary
physics is now bypassing this concept with newer models of space and time,
which revisit previous ideas about the qualities of space, sometimes conspicu-
ously echoing the concept of aether. The broad topic allowed me to invite a lot
of people from very different fields and disciplines, and to create a conference
around an elusive substance and discourse, about which we would otherwise
not have been able to speak with each other.

SDM
For me, the clearest example of fields “touching” in your work is in Go with
the flow (photo documentation of a performance that took place in Tone River,
Japan, in 2001), where you leave it up to the river for your raft to go down the
scientific or artistic route. Here, you're presenting yourself as someone who
is not willingly steering everything himselt— you are subject to other forces,
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too. It reminds me of the kayak Bruno Latour mentions in his essay “Why Has
Critique Run Out of Steam.” In it, rather than being moored to one side, a
kayak moves between two—between humanist critique and scientific fact, or,
to translate it a bit closer to our case, between culture and nature.?

CK
For sure, but it is also very important to see how the standards of a particu-
lar age can shape our categories. Paul Feyerabend’s 1984 book Wissenschaft als
Kunst (Science as a form of art), for instance, has been formative for me.* In this
book, Feyerabend compares the history of science to the history of art, especial-
ly to the work of Alois Riegl, the renowned Austrian art historian. In the late
nineteenth century, Riegl eliminated the still-present categories of “blossom-
ing” and “decaying” phases from art historical discourse, and thus also a system
of absolute value of higher and lower art. Similarly, Feyerabend’s history of
art lent the history of science the idea that each epoch has different references,
different contexts, and even different epistemologies. This also means that
there is no absolute hierarchy in the advancement of the science of humankind.
And that science as a culture is not advancing towards a presumed culmination
point, but rather that each epoch defines its own standards for evaluating scien-
tific progress. I think you can find this throughout the history of science: that
the proclaimed standards of objectivity of a discipline and its respective views
on history are correlated with the construction of its own identity.

JC
Then there is Feyerabend’s groundbreaking book Against Method (1975) that
finally put an end to the fantasy of a single scientific method that could work
like an efficient algorithm.” But although many of us no longer believe in that
fantasy, we still do not have a good picture of how science works and how it
has led to so many discoveries and advances. But to further my point about the
need to dismantle cherished and long-held ideas about what science is, it’s im-
portant for me to bring to light what is not talked about when we usually talk
about science. You just have to look at the way that it is described in the public
sphere to realize that questions of labor, diversity, inclusivity, gender, and tech-
nology are just not there. Agonistics, competition, and secrecy are similarly
whitewashed from it. It's almost as if we're living in a universe full of planets,
stars, nebulae, and black holes but with no place for our complex selves, with
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our identities and narratives, our desires, motivations and dreams, rituals and
tools, all that makes us laugh and cry, and the reasons why we remember and
why we forget. Those are the real “missing masses” of our universe.

With Foucault, we made some inroads by starting to consider the very
concept of “human” as it is used in psychology and the social sciences as histor-
ically determined and epistemologically constrained, but there is much more
work to do.

Where are our particular non-generic bodies? I'm now working on a pro-
ject with the cosmologist Lee Smolin on the recent detection of gravity waves.
Scientists transformed a ripple in spacetime (which is not perceptible) into
sound. The media glossed over the thousands of workers, and their expensive
tools and complex negotiations; there’s a whole technological framework that
translated something that occurred 1.3 billion years ago to something that we
could perceive today. Lee and I are interested in exploring how “the universe”
has become something so different from “our universe.” As an awareness-rais-
ing exercise, we're developing a way to taste a gravity wave. It’s a silly thing to
do, and a provocative one.

SDM
This is a good segue, I think, into the question of research, which we can dis-
cuss before we come back to the bigger question of knowledge. Jimena often
studies projects that are considered “fringe” for academia. Christoph highlights
interconnectivity. There are preset ideas of how the academic conducts re-
search and how the artist does, and I think it’s important in this case to actually
talk about how you, as a practicing person, make decisions and choices in your
projects. Research, in the most general of terms, is about looking for materials,
finding them, and about bringing them together in a certain order, framework,
and form—giving a voice to matter, almost. None of this, of course, is possible
without some sort of drive or curiosity.

CK
[ am glad that you mention the notion of “fringe” sciences in the context of
knowledge, because this leads to the question of the center and the periphery.
In my experience, there is usually a transfer of knowledge from “the fringes”
towards the center, simply because new developments tend to come from
somewhere outside. In many cases, knowledge is not created in institutional
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laboratories, as one would design entirely new products, but is rather the result
of a transferral of concepts from other, sometimes remote, abandoned, and
contested fields and thereby of course a reformulation and transformation of
these ideas. In my view the art field may serve as a valid place for temporarily
reintroducing some of these ideas from the history of thought into an environ-
ment where they are not immediately rebuked with scorn or ridicule. From this
perspective, some of my work could be seen as an attempt to reactivate modes
of subjectivity and of existence that have been displaced or marginalized by
mainstream science.

SDM
If I may, Christoph, I think Cloudbuster (2003—2011) is a very relevant case to
talk about here. You learn about Wilhelm Reich’s orgone theory, you build a
rain-making machine based on his stipulations, and you place it in an art con-
text where you also make it operate. You also make it at a time when people are
acutely sensitive to questions of climate, draughts, and floods. Your Cloudbuster
is not a readymade refabricated just to be seen. It has been tested and it worked
stunningly on several occasions: first in New York, when you installed it on
the roof of MoMA PS1, where it seemingly instigated record rainfalls, but also
later as part of a project in a small village, suffering from draught, in the Atlas
mountains in Morocco—1I don’t really know how to describe it. A marvelous
accident, a coincidence perhaps. But that event connected non-mainstream or
invalidated theory to actual possibility.

CK
When [ first proposed the Cloudbuster project for PS1 in 2003, one of my start-
ing points was that museums and exhibitions are places where “invalidated
theories,” as you say, those roads not taken by mainstream science, could be re-
activated experimentally. Art, literature, theater, and so on have historically
often been fields where transgressive experiences, which would have been not
tolerated anywhere outside, could be played out within a cultural environment.
The Cloudbuster project in Morocco was later and different, because there
the initial idea was not just to come and make rain, but rather to collaborate
with friends I had made there before. One of them, Hicham Afif, later became
the mayor of the village. The project was more about forming a dialogue within
the community of how to actively deal with the draught and adverse weather
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conditions that they have been facing in recent years. We wanted to instigate

a form of narration about the scarcity of water in this region, which has long
since been characterized by the cohabitation of different cultures with very old
and strong ties to oral culture. The fact that the project actually resulted in
these heavy and (at this time of the year) not at all to be expected rainfalls was
magic for everybody, especially for all the kids in the villages.

JC
Sometimes by following fringe scientists we can learn more about science than
just by looking at those in the mainstream. Christoph and I have both been
fascinated by the astronomer and artist Etienne Léopold Trouvelot. He is the
author of some of the most beautiful lithographs of astronomical phenomena
known to us. We both have learned by following his failures. In the process,
certain imaging techniques became orthodox in science, such as fixed single-
lens cameras, mechanically reproducible photography, and filmstrip-based
cinematographic cameras and projectors. In terms of art, his failures show a
connection between scientific developments and the rise of the art for art’s sake
movement of the late nineteenth century. We see how standard boundaries
between science and art were frequently contested and how they shifted during
this period. For Trouvelot, “scrupulous fidelity and accuracy” in his drawings
would “preserve the natural elegance and the delicate outlines peculiar to the
objects depicted” as well as “the majestic beauty and radiance of the celestial
objects.” According to this logic, any ugly images of astronomical phenomena
would not be accurate depictions of the celestial vault. Today it would be ridic-
ulous to consider beauty as a criterion for scientific images, but that was not
always the case.

In my research on the history of the strobe light, I focused on researchers
who decided to use a strong source of illumination in a radically new way —
not for investigating nature, but for exploring previously inaccessible areas
of their own psyche. These investigators learned a lot by employing this instru-
ment in non-standard ways— they valiantly stared directly into the shining
light. Their research was key for neurophysiology and cybernetics (John R.
Smythies, William Grey Walter, etc.) and for art. Some of the most revolution-
ary artistic and literary experiments by Aldous Huxley, William S. Burroughs,
Ken Kesey, and Tony Conrad arose from their experiences of staring directly
into a strobe light.
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SDM
The terms “knowledge” and “knowledge production” have come up a bit and,
deep down, the question of art’s relation to science and vice versa really has
to do with knowledge—where does it reside, who owns it, how does it cir-
culate, how does it live, how does it affect and have an effect? It’s a question
worth pondering especially at a time when knowledge has become a commod-
ity— think of education, but also of increasing concerns about accessing in-
formation, with the resources for knowledge production becoming privatized,
made scarce. I'm going on a tangent here, but that’s because the place of knowl-
edge and knowledge production you both circle around has, I think, a lot to
do with how you envision the future practitioner, whether she is called a view-
er, researcher, or artist.

CK
To get to the first part of what you said, Sarah, looking at the relationality of
science from the point of view of an artist has to do with figuring out where
we really stand today, but from a transcultural or perspectivist viewpoint.
Take, for an example of an extreme perspective, the viewpoint of an inter-
stellar traveller who is looking with anthropological interest at the earthlings’
expertise from outer space. This is the question of “xenoscience,” which means
being aware of the peculiarity of science as a particular human or humanoid
perspective. In response to your question about knowledge production, I would
repeat that knowledge should be open and as comprehensible as possible. If
you take my Inverse Observatories series (2007), for example, observatories are
literally inverted in terms of how knowledge is transmitted. Normally the
gaze in an observatory is directed outside towards the stars and one tries to
receive information from the borders of the cosmos. I tried to reverse the view,
changing the direction of the entire setup. One of the Inverse Observatoriums
is called Message to the Extraterrestrials (2007). It consists of a Dobson telescope
whose viewfinder has been replaced by a projector that sends images to outer
space rather than receiving them. So instead of taking images in from outer
space, you send images from this world to the borders of the universe. And
what’s important here is not whether the extraterrestrials, if they happen to
exist, can really receive the images. The main source of knowledge production
in this installation is the change of perspective, the mirror that the addressed
extraterrestrials hold back toward us.
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JC
It is amazing how much we have changed our environment on Earth through
our attempts to explore and observe outer space. Consider wireless image
transmission technologies, such as television. I doubt we would have improved
them so much and as early as we did were it not for space exploration. Without
it, it would be nearly impossible to get photographs from space satellites as
astronauts would have to go back to space periodically to fetch and replace film
canisters from satellites. Scientists tested various designs to return the film
from camera space-rockets and satellites, but there was little point in funding
missions that would not result in images. Consider the moon landing. President
Kennedy was convinced the event had to be televised live to make a full political
and national security impact. Television was a central element of space explo-
ration. In 1979 astronomers mounted selenium-sulphur vidicon cameras on
Voyager 1 and 2. Our entire system of satellite-based communications, starting
with TVs in space and later cell phones and GPS, would not be in place were
it not for these precedents.

Should we just consider these and many other innovations as techno-
logical offshoots of basic science research? Would we now have them available
for civilian use? Would we have the bandwidths necessary for transmitting
baby and puppy pics across the internet and the capacity for storing and pro-
cessing them if it had not been for these government-backed initiatives? Space
exploration and astronomical observatories have no doubt increased our know-
ledge of the universe, but more importantly they have changed our world back
here on Earth.
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ECCENTRIC SENSATION

On the Aether Theory of Perception in Ernst Marcus and Salomo Friedlaender/Mynona
By Christoph Keller

When | first encountered the grotesques written by Salomo Friedlaender, also known as
Mynona, | was still a teenager. More specifically, a friend recommended that | read an an-
thology of his work edited by Hartmut Geerken and published by edition text+kritik with the
sweeping title Ich verlange ein Reiterstandbild (| demand an equestrian statue). The encounter
with these grotesque short stories and their wider philosophical background—which only
gradually became accessible to me—was a kind of initiation into the literature and arts of the
early twentieth century in Berlin for me. Actually it was more of a portal: its many connections
to contemporary authors, philosophers, anarchists, antimilitarists, and the artistic avant-garde
(represented by Paul Scheerbart, Martin Buber, Alfred Kubin, Hannah Héch, Raoul Hausmann,
Otto Gross, Erich Mihsam, Hugo Ball, George Grosz, Walter Benjamin, and many more),
whose capricious biographies intersected with Mynona’s life and work, constitute a pre-histo-
ry of the fine arts, philosophy, literature, and science of the late nineteenth and early twentieth
centuries in Berlin, extending beyond the realm of Expressionism and preceding the advent
of Berlin Dada. The fact that the traces of this adventurous and in no way marginal scene and
its work hardly continue to be felt today may be due in part to their ostracism and destruction
during the Third Reich. More recently, however, neither the Federal Republic of Germany, the
GDR, nor, later the reunified country until now have shown an interest in recognizing the cul-
tural impact of this socially progressive and, in part, migrant bohemian group of artists who
mocked bourgeois society.

Ernst Moses Marcus was a teacher and friend of Mynona, who honored him as the “heir of
Kant” (the title was simultaneously a dig at Schopenhauer, who had claimed this crown for
himself). Since 1898 Marcus had been working intensely with the aether theory of Kant’s Opus
postumum, from which he developed a scientific and philosophical theory of cognition that he
termed the eccentric sensation, which he continued to expand until his death in 1928. Accord-
ing to Marcus’s theory, we do not perceive objects themselves; rather we perceive an optical
impulse led through the eye to the brain, causing an immediate emanation of aether waves
through the cranium. The visual object that is perceived within the brain is then materialized in
the form of an aether emanation in precisely the direction of the optical impulse. Accordingly,
what we actually perceive is an aether world—which is nonetheless real.

Marcus lived and worked as a philosopher and lawyer in Essen, where Mynona visited him
regularly, at least once in the company of his friend, the “Dadasoph” Raoul Hausmann, in 1915.
The theory of eccentric sensation (i.e. the aether theory of cognition) meandered through
many of Mynona’s publications into Berlin’s cultural scene. In 1918, Mynona facilitated the pub-
lication of Marcus’s essay “Das Problem der exzentrischen Empfindung und seine Lésung”
(The problem of eccentric sensation and its solution) by Herwarth Walden’s publishing house
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Der Sturm, one of the central publishers of Berlin’s avant-garde of the time. Mynona’s most
important novel Graue Magie: Ein Berliner Nachschliisselroman (Grey magic: a skeleton key
novel from Berlin) was published four years later, in 1922. It is an homage to Marcus’s theory
of eccentric sensation and an elaboration of ethereal and rational magic in the form of a novel.
Berlin and its bohemian circles form the background of the fantastical narrative, and Marcus
makes an appearance as “Dr. Sucram,” his name spelled backwards much like “Mynona”
reads backwards as “anonym.” Hausmann, too, advanced Marcus’s theory (or at least those
parts that he found interesting) in his later Dada philosophical work Sensorialité excentrique
(Eccentric sensoriality) from 1970.

Marcus rejected the localization of sensations in the brain, anticipating today’s criticism of im-
aging technologies within brain research and neuropsychology, which localize cognitive pro-
cesses primarily in the brain. The concept of the organ of the brain as an apparatus and as the
black box of the mind seems increasingly limited and obsolete. In a mediatized world, the ego
no longer resides in the body, but exceeds it into media space. As Mynona writes in 1922 in
Graue Magie: “Our body reaches ethereally into the cosmos, its skin is not its real boundary.”
We can draw definite parallels between the mediatized space of the present day and the
aether-filled space of eccentric sensation that Marcus postulated. Consequently, literature and
media scholar Friedrich Kittler, in his 1986 work Gramophone, Film, Typewriter, published two
of Mynona’s grotesque stories in full. To this day, the English edition of Kittler’'s book contains
one of the rare English translations of Mynona’s work.

This media aether, encompassing everything without exception (and therefore also art), is not
static but in permanent flux. Marcus and, after him, Mynona imagined the world as a magical
cinema which could only be materialized from the aether through sensation (following Kant).
Marcus saw his theory of eccentric sensation as part of the groundbreaking discoveries of the
turn of the twentieth century within neurophysiology and field theory, alongside the discover-
ies of x-rays and radioactivity—and the theory of relativity, against whose concept of space-
time he argues with Kant. The experimental concept described within the theory of eccentric
sensation—of a connecting medium between the perceived object and the observer, between
matter and consciousness, and therefore also between the world and its linguistic and picto-
rial access—remains an inspiration even today. As our experience of reality is increasingly
shaped by interconnected technological media, our worlds become completely immersed in
and entangled with a data cloud or vortex, up to the point where reality itself becomes just a
temporal emanation within this “new aether.”



LB
(AN +

AT

] L N R L e N BN 1T [[TIFEEEeE——— L

% - u... Wi ; .\.
s ..,,Mf,? _.A..In._ﬂ__:-h -

WL

"THLTIs :_..L.E__ L = I __



CONVERSATION ON
ERNST MARCUS

From a conversation between Christoph Keller and
Detlef Thiel on Ernst Marcus’s Exzentrische Empfindung,
Salomo Friedlaender/Mynona, and others

Detlef Thiel In 1920, Ernst Marcus started the whole anti-Einstein campaign. And this
here is Kant und der Ather, Marcus’s review of the publication by Erich Adickes, an 850-page
tome, considered to this day to be the standard work on Kant’s Opus postumum. Adickes tried
for the first time to discern its various structures and to date them and all that. And Marcus
railed against him, as he formulated his aether theory for the first time. Marcus found his mate-
rial in Adickes’s work, but put it together in a totally different way.

When Kant died, the 500 or so pages of the manuscript were found on his desk. And then
“tourists” kept coming, so to speak: curious people who came and leafed through it. That’s the
state in which it was found—all mixed up—and that’s how it was first printed.

Christoph Keller At the time, Ernst Marcus was already in pursuit of the aether theory—or
that of the world aether. He must have developed it at an earlier date. When did Marcus begin
with this?

DT It's actually a fundamental idea in Marcus’s work. He said he had the idea in 1892.
He stated this precisely in Problem der exzentrischen Empfindung—that’s where he dates it.
| believe he had the idea in March of 1892. At the time, he was still immersed in Schopenhauer,
who is a very important source for this.

How do we arrive at perceptions of things residing outside our direct environment? When |
look outside and see leaves, for instance, what exactly is happening? It’s this eccentric form of
sensation. The brain is the center. The “central organ” —this was the old term. And for Marcus,
this was the fundamental problem. He developed this in various steps and phases over the
course of his life.

And the issue he had with Erich Adickes and the Opus postumum was one of his last major
work phases. After that, he unraveled, developed, and refined his aether theory. This carried
on to the very last book of 1927, one year before he died. The final chapter constitutes the
definitive version of the aether theory, where he talks about primary and secondary aether...

CK Primary aether is a priori aether?

DT Yes, practically everything is a priori. The aether is the precondition for the possibility
of experience. When | experience something, it has to come from the outside somehow. From
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outside my body. Even my body still belongs to the outside world. And you can readily ob-
serve this: that you can transplant a heart, for instance—in other words, the body’s parts are
replaceable. Where does the self reside? It’s immaterial, this is the center. Kant was concerned
with the unity of nature and its recognizability. He laid the foundation for the physical sciences;
he aspired to this, and this is the transition from the purely metaphysical considerations—the
writing desk—to actual praxis and what physicists do in a concrete sense. And this should
go for today’s physicists as well. The rest is details. The aether is everywhere and in constant
motion. Kant said that the aether is in a constant state of attraction/repulsion, that these are
its basic movements. And that, as Mynona would say, is a polarity. The aether itself does not
change its location; rather, changes in location always take place in the aether. The aether is
fixed, and when we arrive at the aether’s boundaries—if we were able to arrive there—then
we’d be at the edge of the universe. More or less.

CK But he also says, “The aether is all-moving,” doesn’t he? This means that all matter
comes from the aether. Can you explain this?

DT Yes, Marcus says this—that’s his continuation. He states that there is this primary
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aether. And that there’s a secondary aether that consists in the embodied objects. Whether
this is living or dead matter is beside the point. A stone is already as though congealed. Now
and again he uses the word “congealed” —in other words, compressed. The aether is in con-
stant motion, and when this compresses somewhat...

CK ... as a “vortex,” so to speak?

DT Yes. This is all hypothesis—you have to try to imagine something out of this. All bod-
ies and living beings and everything else arise out of this aether. And the special thing about
Marcus is that there’s only one entity that is not affected by the aether, and that’s the self, or
the will. And if you don’t accept this, then all of Marcus falls flat. The will is a substance that is
not material, and consequently, it’s not a part of the aether and hence not “coordinated,” but
rather “superordinated,” as he says. And for this reason, by using my will, and by cultivating it,
| can influence the aether.

CK But he goes even further in his theory, | believe—he goes so far as to say that one
could actually influence the entire universe with one’s will, with a kind of “natural magic.”

DT Yes, these are those “fantasies of omnipotence”—but this is far too severe, too rough
a way of describing this—it isn’t clear in Marcus’s writing, but it is with Mynona, who lived in a
different time, exiled in Paris. He tried to mobilize counterforces in himself in order to compen-
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sate the external insanity—World War Il and all that, his personal situation. And as a result, of
course, he tended to take these fantasies of power further. But | don’t think he was so naive as
to dream of this just like that. He was too critical for that.

CK What Mynona wanted to do with the aether was more of a kind of literary wish, he isn’t
deadly serious, of course—there’s always an ironic point to it all.

DT He played out something similar with the radio towers in Der antibabylonische Turm,
where the will of certain individuals—Kantians, Socrates-Kantians, Socratic Kantians—is in-
culcated in people via radio waves, “repurposing” them by degrees. These were the measures
he took against Nazi indoctrination, which worked with similar means, radio broadcasting and
television. Not so much TV as radio, however. All media were polarized in one direction. And
he tried to reverse the polarity of this.

There’s that funny book by Upton Sinclair, Mental Radio (1930), that he mentions again
and again. There’s a German edition that was published later, Radar der Psyche, with an in-
troduction by Albert Einstein. It wasn’t translated until 1973. So perhaps Mynona had a copy
of the American edition of Mental Radio—| don’t know if he read it. At any rate, he talks about
it again and again. Sinclair was a Pulitzer Prize winner, he was a socially critical writer, very
critical, a muckraker, committed to social change in the United States. But in this book, he
merely describes experiments he conducted with his wife. She was lying in a room with her
eyes closed, and he was in another room of the house. He drew certain figures on a piece of
paper—they’re all printed in the book—and she redrew them. And then he compared the two.
These experiments went on for years, ten years | believe. It was an attempt to make a crazy
phenomenon plausible.
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CK And she was able to “see” these drawings?

DT Yes, apparently she was that telepathic, or given to being a medium, and so they
played it out. It was about mental and psychic influence, using very simple means: shapes, line
drawings, words. Words are already complicated.

CK When was this published?

DT The American edition was published in 1930. In my opinion, Mynona didn’t read the
English version, otherwise he wouldn’t have been as enthusiastic. Because the book really
does go in the direction of telepathy. He was interested in something else, and was inspired
by the title Mental Radio, which gets bungled in the German title. It’s about the mind, mental
radio. The mind, the brain is also a broadcasting station. It doesn’t only take in impressions,
but transmits them, too. The activity of the self: this is also one of Kant’s thoughts. And Marcus
picked up on this.

CK And so that’s the basis for what he termed the “eccentric sensation”?

DT “Sensorialité excentrique,” | think that’s how they translated it into French. There’s this
late book by Raoul Hausmann, in which Marcus was mentioned once or twice “by mistake.”
Other than that, it’s all Hausmann’s own stuff. That’s typical for him.

He probably arrived at Marcus through Mynona, whom he met at the very latest in 1915.
And so he heard of Marcus, and Hausmann was such an impulsive guy that always want-
ed to do everything himself. And he said: “OK, he told me there’s this crazy philosopher in
Essen, let’s go there right away.” And the painter Otto Freundlich too, by the way. They both
visited Marcus at the same time, and read this manuscript that Marcus had lying there, the
Exzentrische Empfindung, that is, read it through, and then “bang”—the rest was all their own
speculation.

CK Also Emmy Hennings could have met Mynona in Berlin...
DT At least she knew who he was. Prior to Dada Zurich, in the summer before the Cabaret

Voltaire was founded, Hugo Ball and Emmy Hennings held literary evenings, occasionally in
hotels on Lake Zurich and nearby, and texts by Mynona were also read there.

CK But then there is also a connection between Mynona and the Cabaret Voltaire?
DT Hugo Ball.
CK Did Ball integrate Mynona in Zurich, in the Spiegelgasse? Do you know anything

about that?
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DT He himself didn’t, but Olli Jacques recited texts by him at the opening.
CK In the Cabaret Voltaire?
DT Yes, that’s definitely known. It happened in March 1916 or thereabouts. Ball knew who

Mynona was, and on the other hand, ten years later, Mynona reviewed Ball’s autobiography,
Die Flucht aus der Zeit. And at the beginning he says: “Hugo Ball claims to have invented
Dadaism.” You can hear from the way he phrases it that it’s not entirely true.

Whoever invented Dadaism is another question. We say that Mynona laid the philosophi-
cal cornerstone for Dada: Dada Berlin. Dada Berlin was a bit later than Dada Zurich. You know,
quarrels over priority.

CK And a completely different Dada than Dada Paris, for instance...

DT Yes, and from there it spread further, via Cologne, to Max Ernst, Baargeld, and all the
others. Otto Freundlich had a studio near Cologne. And it went from there to this group of art-
ists on the Rhine. Freundlich also digested his reading of Marcus’s manuscript in various texts.
But then he turned away from Kant. Mystical communism, cosmic stuff and so on. In Graue
Magie, Otto Freundlich appears under the name “Dodo Wirdig.”

CK Wirdig, as in worthy?

DT Yes, Wirdig. And his cousin was Edwin, Edwin Freundlich (as in friendly), who
worked with Einstein. In the novel he turns up as “Edwin Feindlich” (which means hostile).
And Freundlich’s paintings are called “Darmverschlingungsbilder,” or “intestinal loop
paintings.”

CK He fit the whole avant-garde scene in the book, it can’t even all be reconstructed. But
is there more information about who else Mynona was connected to at the time, between 1906
and 1919, roughly, before Dada Berlin emerged?

DT Through Herwarth Walden he knew various different people from Der Sturm, he was a
part of that. He also knew Franz Pfemfert, although it wasn’t a close contact, and there’s no evi-
dence of correspondence. But he was also a part of that, since he published in Die Aktion from
the very beginning. He knew Arthur Segal, and that goes back to 1914, if not earlier. And Segal
was the “philosophical painter,” as Mynona confirmed to him in writing: “You are a Kantian
philosophical painter because you translate the concept of polarity.”

CK Wasn’t Mynona also friends with Martin Buber?

DT The early Mynona had a casual contact to Martin Buber that carried on throughout
their lives. Buber was seven years younger, one mustn’t forget. From 1906, they lived close to
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one another in Berlin, so they must have seen each other frequently. And it was Buber who was
impressed, not the other way around.

CK Did he have any contact with Gershom Scholem?

DT Scholem got to know Mynona through Walter Benjamin, otherwise Scholem would
have probably ignored Mynona. There are quotes from Scholem in which he says: “When
| read Rosa die schéne Schutzmannsfrau from 1913, | fell off my chair laughing, and today” —
he was writing this in the 1960s—"“when | read this today, it leaves me cold.” Scholem
didn’t have many good things to say about Mynona, but he acknowledged that his friend,
Benjamin, was very keen on him. He recounted: “Walter was visiting again today and raved
about Mynona.” Benjamin and Mynona met several times, that much is clear.

CK What did Benjamin write about Mynona? Are there any records of that?

DT He appropriated the term, “creative indifference,” at least five or six times in his own
writing. But it took a long time for him to mention the names Mynona or Friedlaender.

When Benjamin wanted to work out his political theory, which is lost now, or only exists
in fragments, in 1920/21, Mynona blew Bloch away, the Geist der Utopie. And Benjamin espe-
cially liked this, and used it against Bloch for his own political theory. And so when Mynona
reproaches Bloch: “Bloch, cut out the preaching! Become sober and profane!”—then this
“profane” became a catchword for Benjamin.
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Please place a tick in one of the four boxes for each of the below statements, according to how true you

believe it to be: 0=Definitely True I=Somewhat True 2=Somewhat false 3=Definitely False

1) I have had at least one telepathic experience with another person.
2) I never had any extrasensory perceptions.

3) I have had at least once a premonition that came true and I thought
this was not due to chance.

4) I think telepathy exists.

5) Some dreams refer to future incidences, which cannot be known
before.

6) I have had at least one dream that referred to the future and it was
fulfilled so exactly that I think it was not due to chance.

7) I think there is something such as a spirit, soul or ghost that may
continue to exist after a person has died.

8) I think that it is possible to communicate with the dead.

9) I have had at least one experience in which [ was aware of the spirit,
soul or ghost of someone who was not physically alive.

10) I think beings exist that are divine/godly and not of the physical
world.

11) I think that prayers or wishes are sometimes heard and granted by
divine/godly beings.

12) 1 think certain mythical creatures (e.g. elves, dragons, fairies) exist
which human beings are not easily aware of.

13) I believe that intelligent life-forms from other planets have visited
our planet.

14) I have had at least one experience in which I witnessed a flying
object or life-form which I think was not from this planet.

Thank you for completing this assessment.

* from “Ganzfeld-induced hallucinatory experience, its phenomenology and cerebral electrophysiology”

by Jiri Wackermann, Peter Piitz and Carsten Allefeld, Cortex, 44: 1364-1378, 2008.
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2) Visual imagination record (ganzfeld experiment)

After completing the questionnaire you are asked to put on headphones and goggles. Please lie down, look

into the diffusion lamp above your head and listen to the white noise for 10 min.
Let your mind flow and allow images to emerge in front of your eyes. Just be open to what appears.

When the relaxation phase ends, please make a sketch of the images or forms that have appeared in
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mind during the experience on the drawing area below. If you would like to add comments, you may do so.
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Please submit the form after completion to a staff member. Subject Number:
Thank you for your participation.

* The participation in the experiment is anonymous and at the users' own responsibility.
The questionnaires may be evaluated and published in the process of this research project.
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When the relaxation phase ends, please make a sketch of the images or forms that have appeared in your
mind during the experience on the drawing area below. If you would like to add comments, you may do so.
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Please submit the form after completion to a staff member. A Subject Number:

Thank you for your participation.”

*The participation in the experiment is anonymous and at the users' own responsibility.
The questionnaires may be evaluated and published in the process of this research project.



1) Paranormal ideation questionnaire*

Please place a tick in one of the four boxes for each of the below statements, according to how true you
believe it to be: 0=Definitely True 1=Somewhat True 2=Somewhat false 3=Definitely False

Definitely Definitely
Truc False

0 1 2 3

1) I have had at least one telepathic experience with another person. % O O /§<)\/
2) I never had any extrasensory perceptions. O O O /k)’
3) I have had at least once a premonition that came true and I thought

this was not due to chance. O N O O
4) [ think telepathy exists. XA O O) O)
5) Some dreams refer to future incidences, which cannot be known

before. O ¥ O 0
6) 1 have had at least one dream that referred to the future and it was

fulfilled so exactly that [ think it was not due to chance. O O N O
7) I think there is something such as a spirit, soul or ghost that may

continue to exist after a person has died. }6 O) O) @]
8) I think that it is possible to communicate with the dead. O O }){ )
9) I have had at least one experience in which [ was aware of the spirit,

soul or ghost of someone who was not physically alive. O O ) )(5
10) I think beings exist that are divine/godly and not of the physical

world. 0 O N )
11) I think that prayers or wishes are sometimes heard and granted by ,
divine/godly beings. O O) O) )»Q/
12) I think certain mythical creatures (e.g. elves, dragons, fairies) exist

which human beings are not easily aware of. O) ) O XX

13) I believe that intelligent life-forms from other planets have visited

our planet. y O O O

14) T have had at least one experience in which [ witnessed a flying ,
object or life-form which I think was not from this planet. ) O ) /(/\/
Thank you for completing this assessment. Subject Number:

* from “Ganzfeld-induced hallucinatory experience, its phenomenology and cerebral electrophysiology”
by Jiri Wackermann, Peter Piitz and Carsten Allefeld, Cortex, 44: 1364-1378, 2008.

2) Visual imagination record (ganzfeld experiment)

After completing the questionnaire you are asked to put on headphones and goggles. Please lie down, look
into the diffusion lamp above your head and listen to the white noise for 10 min.
Let your mind flow and allow images to emerge in front of your eyes. Just be open to what appears.

When the relaxation phase ends, please make a sketch of the images or forms that have appeared in your
mind during the experience on the drawing area below. If you would like to add comments, you may do so.
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Please submit the form after completion to a staff member. Subject Number:
Thank you for your participation.

*The participation in the experiment is anonymous and at the users' own responsibility.
The questionnaires may be evaluated and published in the process of this research project.



1) Paranormal ideation questionnaire”

Please place a tick in one of the four boxes for each of the below statements, according to how true you
believe it to be: 0=Definitely True 1=Somewhat True 2=Somewhat false 3=Definitely False

1) I have had at least one telepathic experience with another person.
2) I never had any extrasensory perceptions.

3) I have had at least once a premonition that came true and I thought
this was not due to chance.

4) 1 think telepathy exists.

5) Some dreams refer to future incidences, which cannot be known
before.

6) I have had at least one dream that referred to the future and it was
fulfilled so exactly that I think it was not due to chance.

7) 1 think there is something such as a spirit, soul or ghost that may
continue to exist after a person has died.

8) I think that it is possible to communicate with the dead.

9) I have had at least one experience in which I was aware of the spirit,
soul or ghost of someone who was not physically alive.

10) I think beings exist that are divine/godly and not of the physical
world.

11) 1 think that prayers or wishes are sometimes heard and granted by
divine/godly beings.

12) I think certain mythical creatures (e.g. elves, dragons, fairies) exist
which human beings are not easily aware of.

13) I believe that intelligent life-forms from other planets have visited
our planet.

14) I have had at least one experience in which I witnessed a flying
object or life-form which [ think was not from this planet.

Thank you for completing this assessment.
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* from “Ganzfeld-induced hallucinatory experience, its phenomenology and cerebral electrophysiology”

by Jiri Wackermann, Peter Piitz and Carsten Allefeld, Cortex, 44: 1364-1378, 2008.

2) Visual imagination record (ganzfeld experiment)

After completing the questionnaire you are asked to put on headphones and goggles. Please lie down, look
into the diffusion lamp above your head and listen to the white noise for 10 min.
Let your mind flow and allow images to emerge in front of your eyes. Just be open to what appears.

When the relaxation phase ends, please make a sketch of the images or forms that have appeared in your
mind during the experience on the drawing area below. If you would Iiytdadd comments, you/r/nuy do so.
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Please submit the form after completion to a staff member. Subject Number:
Thank you for your participation.

* The participation in the experiment is anonymous and at the users’ own responsibility.
The questionnaires may be evaluated and published in the process of this research project.



1) Paranormal ideation questionnaire*

Please place a tick in one of the four boxes for each of the below statements, according to how true you
believe it to be: 0=Definitely True 1=Somewhat True 2=Somewhat false 3=Definitely False

Definitely Definitely
True False

0 1 2 3

1) I have had at least one telepathic experience with another person. O) O ® O)
2) I never had any extrasensory perceptions. O O () O)
3) I have had at least once a premonition that came true and I thought

this was not due to chance. () &0 O O
4) 1 think telepathy exists. O ) 0 O
5) Some dreams refer to future incidences, which cannot be known

before. O ® O 0O
6) I have had at least one dream that referred to the future and it was

fulfilled so exactly that I think it was not due to chance. O ) ®» @)
7) 1 think there is something such as a spirit, soul or ghost that may

continue to exist after a person has died. O O Q) O
8) I think that it is possible to communicate with the dead. O) O O ©
9) I have had at least one experience in which I was aware of the spirit,

soul or ghost of someone who was not physically alive. O) O O) ®
10) I think beings exist that are divine/godly and not of the physical

world. O O & O
11) I think that prayers or wishes are sometimes heard and granted by

divine/godly beings. ) O) O (9]
12) I think certain mythical creatures (¢.g. elves, dragons, fairies) exist

which human beings are not easily aware of. O O O) ®
13) I believe that intelligent life-forms from other planets have visited

our planet. 0 QO 0 O
14) [ have had at least one experience in which I witnessed a flying

object or life-form which I think was not from this planet. ) ) ) %)
Thank you for completing this assessment. Subject Number:

* from "Ganzfeld-induced hallucinatory experience, its phenomenology and cerebral electrophysiology”
by Jiri Wackermann, Peter Piitz and Carsten Allefeld, Cortex, 44: 1364-1378, 2008.

2) Visual imagination record (ganzfeld experiment)

After completing the questionnaire you are asked to put on headphones and goggles. Please lie down, look
into the diffusion lamp above your head and listen to the white noise for 10 min.
Let your mind flow and allow images to emerge in front of your eyes. Just be open to what appears.

When the relaxation phase ends, please make a sketch of the images or forms that have appeared in your
mind during the experience on the drawing area below. If you would like to add comments, you may do so.

Please submit the form after completion to a staff member. Subject Number:
Thank you for your participation.

* The participation in the experiment is anonymous and at the users' own responsibility.
The questionnaires may be evaluated and published in the process of this research project.
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1) Paranormal ideation questionnaire

Please place a tick in one of the four boxes for each of the below statements, according to how true you
believe it to be: 0=Definitely True 1=Somewhat True 2=Somewhat false 3=Definitely False

1) I have had at least one telepathic experience with another person.
2) [ never had any extrasensory perceptions.

3) I have had at least once a premonition that came true and [ thought
this was not due to chance.

4) I think telepathy exists.

5) Some dreams refer to future incidences, which cannot be known
before.

6) I have had at least one dream that referred to the future and it was
fulfilled so exactly that I think it was not due to chance.

7)1 think there is something such as a spirit, soul or ghost that may
continue to exist after a person has died.

8) I think that it is possible to communicate with the dead.

9) I have had at least one experience in which [ was aware of the spirit,
soul or ghost of someone who was not physically alive.

10) I think beings exist that are divine/godly and not of the physical
world.

11) I think that prayers or wishes are sometimes heard and granted by
divine/godly beings.

12) I think certain mythical creatures (e.g. elves, dragons, fairies) exist
which human beings are not easily aware of.

13) I believe that intelligent life-forms from other planets have visited
our planet.

14) I have had at least one experience in which I witnessed a flying
object or life-form which I think was not from this planet.

Thank you for completing this assessment.
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 from "Ganzfeld-induced hallucinatory experience, its phenomenotogy and cerebral electrophysiology”

by Jiri Wackermann, Peter Piitz and Carsten Allefeld, Cortex, 44: 1364-1378, 2008.
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2) Visual imagination record (ganzfeld experiment)

After completing the questionnaire you are asked to put on headphones and goggles. Please lie down, look
into the diffusion lamp above your head and listen to the white noise for 10 min.
Let your mind flow and allow images to emerge in front of your eyes. Just be open to what appears.

When the relaxation phase ends, please make a sketch of the images or forms that have appeared in your
mind during the experience on the drawing area below. If you would like to add comments, you may do so.
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Please submit the form after completion to a staff member. Subject Number:
Thank you for your participation.”

* The participation in the experiment is anonymous and at the users’ own responsibility.
The questionnaires may be evaluated and published in the process of this research project.
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1) Paranormal ideation questionnaire

Please place a tick in one of the four boxes for each of the below statements, according to how true you
believe it to be: 0=Definitely True 1=Somewhat True 2=Somewhat false 3=Definitely False

1) I have had at least one telepathic experience with another person.
2) I never had any extrasensory perceptions.

3) 1 have had at least once a premonition that came true and I thought
this was not due to chance.

4) 1 think telepathy exists.

5) Some dreams refer to future incidences, which cannot be known
before.

6) I have had at least one dream that referred to the future and it was
fulfilled so exactly that I think it was not due to chance.

7) 1 think there is something such as a spirit, soul or ghost that may
continue to exist after a person has died.

8) I think that it is possible to communicate with the dead.

9) I have had at least one experience in which [ was aware of the spirit,
soul or ghost of someone who was not physically alive.

10) I think beings exist that are divine/godly and not of the physical
world.

11) I think that prayers or wishes are sometimes heard and granted by
divine/godly beings.

12) I think certain mythical creatures (¢.g. elves, dragons, fairies) exist
which human beings are not easily aware of.

13) I believe that intelligent life-forms from other planets have visited
our planet.

14) I have had at least one experience in which [ witnessed a flying
object or life-form which I think was not from this planet.

Thank you for completing this assessment.
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* from “Ganzfeld-induced hallucinatory experience, its phenomenology and cerebral electrophysiology”

by Jiri Wackermann, Peter Piitz and Carsten Allefeld, Cortex, 44: 1364-1378, 2008.

2) Visual imagination record (ganzfeld experiment)

After completing the questionnaire you are asked to put on headphones and goggles. Please lie down, look
into the diffusion lamp above your head and listen to the white noise for 10 min.
Let your mind flow and allow images to emerge in front of your eyes. Just be open to what appears.

When the relaxation phase ends, please make a sketch of the images or forms that have appeared in your
mind during the experience on the drawing area below. If you would like to add comments, you may do so.

Please submit the form after completion to a staff member. Subject Number:
Thank you for your participation.

* The participation in the experiment is anonymous and at the users' own responsibility.
The questionnaires may be evaluated and published in the process of this research project.
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1) Paranormal ideation questionnaire

Please place a tick in one of the four boxes for each of the below statements, according to how true you
believe it to be: 0=Definitely True 1=Somewhat True 2=Somewhat false 3=Definitely False

Definitely Definitely
True False

0 1 2 3

1) I have had at least one telepathic experience with another person. O (/3 O) O

2) I never had any extrasensory perceptions. O) O O) Q/f
3) I have had at least once a premonition that came true and I thought

this was not due to chance. §/§ ) ) )

4) I think telepathy exists. (&/{ O ) ()

5) Some dreams refer to future incidences, which cannot be known

before. O ¥ 0 0

6) 1 have had at least one dream that referred to the future and it was

fulfilled so exactly that I think it was not due to chance. (V{ O @) @)

7) I think there is something such as a spirit, soul or ghost that may

continue to exist after a person has died. (V{ O O O

8) I think that it is possible to communicate with the dead. @/{ O ) ()

9) I have had at least one experience in which I was aware of the spirit,

soul or ghost of someone who was not physically alive. O) O) O (‘/{
10) I think beings exist that are divine/godly and not of the physical

world. O (\’{ O 0

11) I think that prayers or wishes are sometimes heard and granted by

divine/godly beings. (v{ O) O ()

12) 1 think certain mythical creatures (e.g. elves, dragons, fairies) exist

which human beings are not easily aware of. O O O (\/{
13) I believe that intelligent life-forms from other planets have visited

our planet. O (\/{ ) ()

14) I have had at least one experience in which I witnessed a flying

object or life-form which I think was not from this planet. O N/ O @)

Thank you for completing this assessment. Subject Number:

* from “Ganzfeld-induced hallucinatory experience, its phenomenology and cerebral electrophysiology”
by Jiri Wackermann, Peter Pitz and Carsten Allefeld, Cortex, 44: 1364-1378, 2008.

2) Visual imagination record (ganzfeld experiment)

After completing the questionnaire you are asked to put on headphones and goggles. Please lie down, look
into the diffusion lamp above your head and listen to the white noise for 10 min.
Let your mind flow and allow images to emerge in front of your eyes. Just be open to what appears.

When the relaxation phase ends, please make a sketch of the images or forms that have appeared in your
mind during the experience on the drawing area below. If you would like to add comments, you may do so.
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Please submit the form after completion to a staff member. Subject Number:
Thank you for your participation.

* The participation in the experiment is anonymous and at the users’ own responsibility
The questionnaires may be evaluated and published in the process of this research project.
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Plegse p_lace atick in one of the four boxes for each of the below statements, according to how true you After completing the questionnaire you are asked to put on headphones and goggles. Please lie down, look
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True False When the relaxation phase ends, please make a sketch of the images or forms that have appeared in your

0 . ) 3 mind during the experience on the drawing area below. If you would like to add comments, you may do so.
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1) I have had at least one telepathic experience with another person. M O) O O
2) I never had any extrasensory perceptions. @) O O /QQ‘
3) I have had at least once a premonition that came true and I thought %
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10) I think beings exist that are divine/godly and not of the physical 7 -
world. 0 9{ 0 O

11) I think that prayers or wishes are sometimes heard and granted by

divine/godly beings. O O @) /Zx('

12) I think certain mythical creatures (e.g. elves, dragons, fairies) exist . /

which human beings are not easily aware of. ) O) O) /O{ /

13) I believe that intelligent life-forms from other planets have visited

our planet. O O }( O

14) I have had at least one experience in which I witnessed a flying

object or life-form which I think was not from this planet. O (>< O )

Thank you for completing this assessment. Subject Number: Please submit the form after completion to a staff member. Subject Number:

Thank you for your participation.”

* from “Ganzfeld-induced hallucinatory experience, its phenomenology and cerebral electrophysiology”

by Jiri Wackermann, Peter Piitz and Carsten Allefeld, Cortex, 44: 1364-1378, 2008, * The participation in the experiment is anonymous and at the users' own responsibility.

The questionnaires may be evaluated and published in the process of this research project.
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/Ether

A PROPOSITION BY CHRISTOPH KELLER

FROM COSMOLOGY
TO CONSCIOUSNESS

Espace 315, Nouveau Festival
du Centre Pompidou

Aether is an elusive concept, both a
classical element and a substance. In
philosophy it represents the absence
of absence; that is, the impossibility of
conceiving the void. In science it repre-
sents an element and a medium, inca-
pable of change and subtler than light.
The aether is also the fifth element,
which had no qualities and per defini-
tion could never be exactly conceived
nor physically proven.

However ancient its roots, the aether

is, notwithstanding. the medium of
modernity. Its dismissal as a scienti#c
concept — in the aftermath of Einstein’s
theory of relativity — marked the mo-
ment when the natural sciences #nally
broke free from the pervasive occultism
that still besieged nineteenth century re-
search. This territory left vacant by sci-
ence was soon reoccupied by art. Thus
the fall of the aether corresponds to the
rise of the modern scientifc condition
and its rational worldview, the obverse
of which is the sublimatory function
thereafter assigned to cultural expres-

sion. That is, the death of the aether is
82 On Ather / CEuvre parlée

the birth of modern art, together with
all the irrational powers it unleashes.

By electing aether as its central con-
cept, the project tackles the ambivalent
relation between art and science, with
art both adhering to scienti#c models
as well as offering an experience that
transcends its sheer materiality.

Aether, one could say. is the unknown.

But how can the unconceivable be
conceived?

The answer is multifold: From Plato’s

¥fth element to Descartes, one can #nd

a multitude of philosophical-theological
and scienti#c theories of aether. Several
natural philosophers, like Giordano Bruno,
Christiaan Huygens, and Isaac Newton,
whose works are fundamental for today's
science, based their theories on the as-
sumption that aether was a given.

Parallel to the rise of the enlightenment an
abundance of esoteric theories of aethers
appear. In pre-revolutionary Paris the healer
Franz Anton Mesmer posited an ethereal
“fluidum” which supposedly served as the
medium for his psycho-physical "Animal

Magnetism.” Further, many scientifc circles
and literary salons had strong af#nities

with remote and alchemist aether-concep-
tions and speculations. The French artist
and passionate astronomer Etienne Léopold
Trouvelot made stunning interpretative
drawings of what powerful telescopes
revealed from outer space, before photo-
graphy was developed enough to do the
job in the late nineteenth century.

Likewise, the romantic writers Edgar Allen
Poe and Friedrich Holderlin, as well as
Immanuel Kant, were aetherists who wrote
lengthy poems and treatises about it.

Then of course there is the concept of the
“luminiferous aether.” a concrete subtle
matter, whose existence was heavily dis-
puted throughout the nineteenth century
yet defended by prominent scientists like
James Clerk Maxwell, Henri Poincaré, and
Nikola Tesla until #nally disproved by the
"experimentum crucis” of Michelson and
Morley in 1887.

Yet, however often banished and disproved,
the aether kept reappearing and reemerg-
ing as a concept of continuity or contingen-
cy. which binds together the microcosmic
and the universal. Be it in Wilhelm Reich's
orgone physics, new age esotericism or
even—as some claim—in today's dark-
matter or unifed #eld theory, despite their
careful avoidance of the term “aether.”

Last but not least, there was also the early
anesthetic substance, an easily obtained
drug, called ether, popularly consumed by
members of the avant-garde to enhance
perception and to escape reality, whose
usage was popular when the battle over the
aether was still at its height. Some notable
artistic experiments, which allude to altered
states of consciousness were done by Henri
Michaux. Gisele Freund. and Brassai. as
well as the experimental photograms and
abstractions of Etienne-Jules Marey.

These explorations lead in the exhibition
“Ather” at Centre Pompidou quasi-chrono-
logically, to the contemporary works of
Evariste Richer, Claude Lévéque, Thomas
Ruff, Ugo Rondinone, and Wolfgang Tillmans.
Or more loosely to a vast experimental Feld,
consisting of contemporary art videos and
#lms that relate to the notion of the aether,
such as the works of John Smith, Mariana
Castillo Deball, Joachim Koester, Adolf
Wolfli/Daniel Baumann, David Maljkovic,
and Cyprien Gaillard.

The Ather project places the question of
the aether into a contemporary discourse,
asking where we stand now, at the begin-
ning of the twenty-#rst century, having by-
passed the modern condition yet with the
fundamental questions of science. reality,
transcendence, and art still left open.



The mental world (...) is liable
to be imagined as gaseous,
or rather, aethereal. But let
me remind you here of the
queer role which the gaseous
and the aethereal play in phi-
losophy, —when we perceive
that a substantive is not used
as what in general we should
call the name of an object,
and when therefore we can't
help saying to ourselves that
it is the name of an aethereal
object.

Ludwig Wittgenstein, The Blue and Brown Books

Destroy the idea of the atomic
constitution and we should no
longer be able to regard the ether
as an entity, or at least as matter.
For want of a better word we
might term it spirit.

Edgar Allan Poe, Mesmeric Revelation

It is not sure
that there is a
cosmos and our
science ad-
vances in the
measure that
It renounces
preserving
any cosmic or
cosmising pre-
supposition.

Jacques Lacan, Book X — Anxiety
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They don’t
want us to
know there is
a medium
there, what
used to be
called an
“aether,”
which can
carry sound
to every part
of the Earth.
The Sonifer-
ous Aether.
For millions
of years, the
sun has been
roaring, a
giant, furnace,
93 millionmile
roar, so per-
fectly steady
that genera-
tions of men
have been
born into it
and passed
out of it again,
without ever
hearing it.
Unless it
changed, how
would any-
body know?

Thomas Pynchon,
Gravity’s Rainbow
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A conversation between Christoph Keller and Bernard Blisténe
English/French, francais/anglais

Bernard Blisténe Christoph, pour cette deuxiéme édition du Nouveau festival du
Centre Pompidou, je suis venu vers toi parce que je souhaitais explorer a partir
de ton travail et de ton savair, la relation complexe qui me semble aujourd’hui de
nouveau se manifester entre arts plastiques et science.

Christoph Keller | think there has been a very

strong link between science and art throughout

the twentieth century and throughout the whole of

our culture. If you study science with an interest

in philosophy, which I did, you will find yourself

dealing with questions not so different from those
that art also deals with today.

BB Christoph souligne que le lien est trés profond entre art et science au ving-
tieme siécle. Si vous étudiez la chose avec intensité, de fait, vous vous retrouvez
sur les deux chemins a la fois.

CK Of course, in my work there are a lot of links
to science, but my main interests — as well as the
results of my work — are artistic. For example, two
topics are present here that | have been working
on in recent years, the first of which is “les états
modifiés de la conscience,” or altered states of
consciousness...

BB Attends, laisse-moi le temps de traduire ta pensée! Le travail de Christoph
témoigne d’un intérét majeur pour la science, mais ce que vous voyez dans son
ceuvre, c’est un résultat artistique, pas un résultat scientifique. Et ce projet ici
témoigne de I'une de ses préoccupations entre art et science: ce que nous appe-
lons les “états altérés de la conscience.”
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CK And the second topic is the relation between the material

world and the immaterial world, which might even go in the direc-

tion of a world one could term spiritual. In the twentieth century,

the more science stressed the “rational” dimension of its research,
the more art embraced the “irrational.” And at the
junction of these two realms you have the concept
of the aether. That’s why | chose this topic for the
exhibition. It is an elusive concept and it is also a
substance. It is both. It is what links immateriality
with materiality.

BB Ce que Christoph met en évidence — en me permettant d’édulcorer ici
quelque peu sa pensée —, c’est a la fois la dimension de plus en plus rationnelle
de la science en I'instant ou nous entrons dans le vingtiéme siécle, et paralléle-
ment, la dimension de plus en plus irrationnelle de I'expérience artistique. Et
finalement, cette exposition est sans doute a la croisée

de ces deux idées. Les ceuvres choisies témoignent

fondamentalement de cette entrée de la science dans la

rationalité du tournant du vingtiéme siécle et en méme

temps, bien sir, de cet intérét de plus en plus croissant

pour leur dimension proprement irrationnelle.

CK So, what is the aether? The aether is, in the old Greek tradi-
tion, the absence of the absence. “L’absence de 'absence, c’est
I’éther.” Then there is also the aether of the nineteenth century,
which is the luminiferous aether. Here aether refers to a scientif-
ic concept, actually to a substance, subtler than any other sub-
stance. So, there are different notions of the aether, yet above

all the aether is a medium of modernity. The modern era is essen-
tially connected to the topic of the aether.

BB Alors, je ne traduis pas tout, mais vous I'avez compris, en choisissant I'éther,
on choisit le médium par excellence, qui pose des questions a la modernité.

CK As an artist, | always ask myself what art is and where it
comes from. From a historical viewpoint, | would say that the art
that we are talking about today is roughly one hundred years old.
It is still the art of modernity.
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BB Fondamentalement, il s’agit d’interroger la modernité, de questionner la mo-
dernité, ses utopies comme ses attentes. Et finalement d’utiliser I'éther comme
vecteur pour interroger ce qu’est notre modernité, ou ce qu’elle a été.

CK But, if you look further back into the nineteenth century, things

were still quite different. Science was much more associated with

occultism and spiritualism, and art was more tied to depicting an
objective reality than it is today.

BB L'important, c’est ce croisement, ce chiasme en

quelque sorte — le mot n’est sans doute pas adéquat: ce

qui fait qu’au dix-neuviéme siécle, I'intérét pour les para-

sciences, l'intérét pour 'occultisme était absolument es-
sentiel, alors que les choses vont se retourner par la suite. C’est un peu ce que
tu laisses entendre: les choses vont s’inverser dans la modernité.

CK Yes. The moment when the aether hypothesis was actually
disproved and rejected by science marks also the time when sci-
ence became “rational.” It is a decisive moment for the following
twentieth century, and it still determines the world we inhabit
today. Not long after science discarded the concept of the aether,
the terrain of the occult and the spiritual left behind was explored
and taken over by the vanguard of the arts.

BB Le postulat, I'hypothése de Christoph, en tant qu’artiste, c’est de dire que
lorsque la dimension irrationnelle de la science a été rejetée par la pensée
rationaliste du vingtieme siécle, cette dimension est passée dans le champ des
arts plastiques. Encore une fois, c’est une hypothése. J'insiste, car je vois des
scientifiques parmi vous!

CK It is a hypothesis, or a metaphor, one could say. Like the
Titans, who once were exiled by the new Olympic gods, the
aether was expelled from the domain of the scientific— and the
new rational worldview of modern science became a condition
of modernity.

BB La condition de la modernité c’est justement, vous

I'avez compris, une condition soumise a la réalité du
rationalisme scientifique.
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CK One of the basic, or most important tasks

of art in the twentieth century is to conceive the

unconceivable — to name the unnamable, as

Barnett Newman puts it. Hence it is the role of
modern science to describe reality as it is, and it is the role of art
to address things that have no name.

BB Tandis que I'art s’attache a nommer I'innommable, ou a signifier I'insigni-
fiable, la science de son c6té, tend de plus en plus vers une vision rationaliste
des choses.

CK Of course, the concept of an ethereal

substance had various manifestations, like

the nineteenth century luminiferous aether

that we’ve talked about, or the all-pervasive

“fluidum” suggested by the doctor Franz Anton

Mesmer, who proclaimed his theory of the

animal magnetism in Paris on the verge of the French Revolution,
or later Wilhelm Reich, whose concept of orgone energy is

also based on the assumption of an ethereal substance: a life-
energy, actually.

BB Chose importante: Christoph parle de Mesmer, de la fameuse “expérience de
Mesmer.” Mais il parle également de Wilhelm Reich. Or Wilhelm Reich joue un
réle crucial dans I'élaboration du projet de Christoph, puisque nous avons mis en
place avec lui le projet du Cloudbuster, cette machine a faire pleuvoir pour le dire
vite, que nous photographions quotidiennement sur le toit du Centre Pompidou,
avec I'idée de pouvoir vérifier si nous modifions ainsi le climat. L'idée tout

a fait intéressante ici, c’est de voir que Wilhelm Reich est a la fois un chercheur,
un scientifique, et un psychanalyste; un personnage tout a fait entre-deux, qui a
joué un réle absolument capital mais controversé sur la scéne universitaire
américaine. Peux-tu justement nous parler de ton rapport a Wilhelm Reich?

CK Well, Wilhelm Reich is one of

the figures who embodies the dilem-
ma of the nineteenth century scien-
tist — someone who tried to overcome
science with the means of science.
Predictably, the scientific community
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rejected him and today he is still widely considered a charlatan.
Any scientist that deviates from science’s main track, and turns
torwards a speculative mode, maybe even towards the arts, will
be consequently rejected by mainstream science — and, from
science’s point of view, for good reason. In the exhibition you

can see examples of this in Nick Laessing’s video on Alessandro
Cruto, where these men are trying to invent machines that pro-
duce free energy. Of course, none of the men work for an official
research project at a university — they are all private researchers.

BB Un point intéressant, que vous pourrez d’ailleurs voir a travers les quelques
vidéos qui sont présentées sur les écrans de I'exposition, c’est qu’évidemment,
on peut assimiler la pensée de Reich a la pensée d’un charlatan puisqu’il a ou-
vert la voie a des pratiques qui ont été mises en place sur un mode paralléle, et
qui sont aujourd’hui totalement hors du champ de la science. Car au fil du temps,
tout cela a été proscrit comme finalement totalement anti-scientifique! Une ques-
tion importante, outre la personnalité et les expériences de Wilhelm Reich, c’est
qu’ici, sur le toit du Centre Pompidou, Christoph a souhaité “rejouer” I'expérience
de Wilhelm Reich. C’est cette idée trés contemporaine du “re-enactment,” dont

a parlé d’ailleurs Bruno Latour dans les rencontres que nous avons faites ici, de
se réapproprier une expérience et de la rejouer dans un autre moment histori-
que qui en fait également la pleine actualité. Outre I'expérience du Cloudbuster
de Wilhelm Reich, vous avez aussi pu voir dans les vitrines a I'entrée, que nous
avons choisi quelques reférents historiques importants qui sont

Descartes, Newton, etc. |l y a aussi Etienne Trouvelot, que je

ne connaissais pas, probablement parce que je ne suis pas un

lecteur attentif du Minotaure, la revue d’André Breton... Pour

Christoph, Etienne Léopold Trouvelot est une personnalité-clé,

voire symptomatique de ce projet.

CK In the context of the exhibition Trouvelot

represents a starting point— a gimmick, if you

will. His photographic depictions of electrical

flashes were featured in one of the editions of

André Breton’s Minotaure that we are showing

in one of the vitrines near the entrance. From
there | began to research this personage, who is at the same time
both an amateur artist and an amateur scientist. And as it turns
out, he had made spectacular drawings of the universe seen
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through large scientific telescopes

in Paris and in Boston in the late
nineteenth century, just before pho-
tography was able to capture these

images automatically. Three of his works that were lent by the
Observatoire de Paris are now on display at the beginning of the
exhibition.

BB Trouvelot est de fait 'une des figures qu’André Breton avait publiées dans

le numéro 5 du Minotaure en 1935, aprés ses investigations a I'Observatoire de
Paris. Trouvelot était a la fois un entomologiste de formation, puis un astronome,
qui observait avec les moyens du bord les astres, mais qui parallelement avait
une activité artistique. De telle sorte qu’il est I'étre ambigu, ou le chiasme dont
tu parlais par excellence: a la fois scientifique a sa fagon, avec les instruments
que I'on avait en 1870, et a la fois ce pastelliste qui observait puis notait dans
des livres illustrés I'ensemble de ses observations. Il est un peu le modéle, le
paradigme de cette exposition. D’ailleurs, vous I'avez vu, nous avons aussi sou-

haité présenter une toile magnifique d’'Ugo
Rondinone, qui est une grande ceuvre ouvrant
a son rapport a 'espace de I'art d’aujourd’hui.
Vous avez égale- ment a I'entrée de I'exposition
un ensemble de pieces de Trouvelot, pastels
et car- nets — nous remercions
I'Observatoire de nous les avoir prétés —,

et I'expo se cl6ture, du moins en tant qu’exposition d’arts plastiques, puisque je

ne parle pas des films et de tout ce qui va étre montré ou activé, par 'image de

Thomas Ruff que vous voyez, qui renvoie aussi a cette idée de I'espace vu par

les artistes ou les appareils scientifiques. Je traduis tout en prenant quelques lib-
ertés avec la parole de Christoph Keller, vous voudrez bien
m’en excuser! Une fagon quelque peu “postmoderne.”

CK Oui, “Postmoderne,” c’est une bonne transi-
tion... because Trouvelot is actually pre-modern,
one of the last pre-modern figures as it were.
In the historiography of this exhibition, he is therefore the starting
point. After Trouvelot, we enter the era of technical representation
through photography, when this kind of artist is no longer need-
ed. He is not really a scientist, he is not really an artist, he is an
almost tragic figure... no, he is just a late figure in his epoch. And
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ironically he became famous not for his paintings, nor for his
science, but for accidentally introducing an insect, the European
Gypsy Moth, which he used in his research, into the United
States. It then spread over the whole American continent, produc-
ing one of the world’s first well-documented ecological disasters.

BB Ce qui est absolument merveilleux, c’est que Trouvelot, un homme qui se
révait artiste, qui se révait astronome, et qui n’est peut-étre finalement ni com-
plétement I'un ni complétement 'autre, cette figure un peu tardive, “fin de siécle”
comme on dit, est aussi finalement le malheureux responsable de I'introduction
aux Etats-Unis de ce Bombyx qui a décimé la moitié des férets d’Amérique du
Nord dans les années mille neuf cent... c’était combien ?

CK C’était mille huit cent...
BB Soixante...
CK Trois ou sept...

BB C’est vraiment le savant dans tout ce que

cela peut avoir de contradictoire. Voila un homme
qui réve d’obtenir une vision parfaite du monde qui nous entoure, un homme
qui, a défaut d’avoir les instruments scientifiques adaptés, dessine les choses
et les inscrits dans ces merveilleux petits livres qu'’il a réalisés, et finalement un
homme qui sera connu chez les scientifiques pour avoir désastreusement intro-
duit un parasite qui a décimé la moitié de la forét américaine! Mon collaborateur
Jean-Marie Gallais me racontait qu’'a I'Observatoire, on le connait aussi pour ¢a.
On ne dit pas que c’est le grand observateur des astres ou de je ne sais trop
quel anneau de Saturne, on dit “Ah oui, c’est celui qui a envoyé un parasite qui
a dévasté la forét américaine!”

CK All of which happens at roughly the same time when the
Michelson-Morley experiment disproved, or actually failed to
prove the existence of an aether wind.

BB Qui plus est, Trouvelot est apparu exactement au moment ou I'expérience de
Michelson-Morley a été mise au point, I'expérience qui voulait prouver I'existence
d’un “vent d’éther” et qui finalement n’a pas pu le