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Foreword

In Accelerator, Uri Nir treats the exhibition space
and the installation components like a craftsman
proficient with his materials, dazzlingly translating
them into abstract concepts and converting them into
a sophisticated power system of movement in space
and time. Nir, renowned for his impressive, total
installations, carefully planned an exhibition that
offers an original alternative to the standard approach
of viewer/artwork relations, perfectly suited to the
Helena Rubinstein Pavilion for Contemporary Art
from architectural and museum-related aspects. In
the sculptural elements and the video works alike, Nir
relates to the building’s architecture and, in addition to
the cross-sectional view, directs the viewer to a vertical
movement that compares the movement between the

exhibition levels to sections of topographic strata.

We congratulate Uri Nir on this poignant exhibition
and impressive installation. Thanks to Nili Goren,
curator of the exhibition; to Sharon Shechter for the
design and production of the exhibition; to Studio Roni

Electroni for the audio-video design and production; to

Roi Kremer for the media programming; and to Binya
Reches for the music and sound. Thanks to Uri Morag
for the lighting consultancy and programming; to Ofer
Bar for the photography; and to Shachar Weiss for the

production and post-production.

Thanks also to Nadav Shalev, who designed and
produced the catalogue, for his creative attention to
the exhibition’s unique nature; special thanks to Oded
Lobl for his meticulous photography for the catalogue,
for his exceptional involvement and for his significant
contribution to the project’s completeness; to Reza
Negarestani, Jonathan Soen and Tamar Getter for
the interesting, thought-provoking catalogue texts;
to Daria Kassovsky for her dedicated editing and
translation; and to Moshe Ron for translating Tamar
Getter’s text; to Sigal Adler-Strauss for copy-editing
in Hebrew. Thanks to staff of the various Museum
departments and to the many volunteers who took
part in producing the exhibition. Special thanks to
Braverman Gallery and Litvak Gallery for supporting
the exhibition.

Mordechai Omer
Director and Chief Curator

Eric Santner, On the
Psychotheology of
Everyday Life: Reflections
on Freud and Rosenzweig
(Chicago: Chicago UP,
2001), pp. 37-38.
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The exhibition is a machine, a kinetic composition of
bodies in space and orchestrated movements. The viewer
is invited to roam through a map of forces which unfold
materials in space and time, occupying and puncturing
the museum structure. Like a musical composition, the
exhibition strives to be perceived in its abstract reality,
offering a possibility of transition from the familiar
hackneyed interrelations between viewer and art work
to an introverted relationship of space and time with
themselves. The exhibition space features traces of
dissolved simultaneous occurrences in parallel spaces;
evidence of a swift event that extended grand energies and
died out, yet keeps pulsating. These traces are juxtaposed
with two videos comprised of documentary materials of
the same occurrences and additional elements that were
part of this documented occurrence but do not appear
in the space. A complex, stratified composition is thus
generated, combining singularity with repetition and a
linear sequence with simultaneity to form a polyphonic
installation which disrupts, and at the same time carefully

shapes, elementary orders in the space.

Screened on the wall across from the narrow opening to
the exhibition is the video Accelerator. Three minutes and
51 seconds long, its duration is the time unit by which
the recurrence of the various actions in Accelerator is
scheduled, and from which the duration of the other film
in the exhibition, Second Chance, is derived. The film
was shot in the space several weeks before the opening.
The filming location extends over two floors: the second
level of the Museum (Helena Rubinstein Pavilion) and
the basement, over which the occurrence spills. A young
child (the artist’s son) is surrounded by thin trickles of
sand spurting from the noses of sarcophagi suspended
in a circle from the ceiling. The sand drips form a cage-
like structure around the child. A hole is gaped in the
floor amid the sand mounds accumulating at the foot of
the imaginary bars, and the sand shot from above flows
to the level below, where it piles up. The scene takes
place by the light of a storm of flashes, flickering from
translucent white doors installed throughout the level,
slicing the dark space with glowing whiteness.

What remains of the documented scene are the
translucent doors, flickering on in space, and the heaps
of sand accumulated from the trickles through the cage
bars. The anthropoid coffins, which were hanging from
the ceiling spurting two tons of sand through their noses,
do not appear in the space, but the metal cables by which
they had been hung are still dangling from the ceiling.

Like the translucent doors flickering below them in the

video, the source of the sarcophagi, too, is photographic,
in this case taken from an archeology book published by
The Israel Museum, which is, in the catalogue, an object
in the exhibition. The molds were made from photos of
clay sarcophagi in the collection of The Israel Museum,
Jerusalem, excavated under sand dunes that had covered
them over generations in an ancient cemetery in Deir-el-
Balah, near the sea, south of Gaza, and dated to the 13th
century BCE. In the video, they emit two tons of quartz
sand at a dizzying pace. As the sand is spurted from
ceiling to floor, perpendiculars are formed, creating an
imaginary cage with sand bars, as if the dead bodies have
awakened for a moment and, in an amok-ridden spin,
spurt and shake from the coffins the time and sand that
have sunk over them over fifteen-thousand years. And
again they disappear, leaving behind them loose cables
and little dunes, vestiges of the dance of the dead which
raged around the innocent image of a child against the
light of a lightning-and-sand storm that has subsided
but is still pulsating.

The video Second Chance documents an event that took
place in the artist’s studio: homeless drug addicts, each
in turn, hit keys on a harpsichord, and a giant egg spins
to the resulting music. The clean sounds produced by
the touch of the junkies’ gray fingers on the keyboard
set the egg spinning, while the pitch stretches the egg’s
shape. On occasion the spinning is surprising as it defies
gravity. The elliptical form straightens up into a cone,
like the core of a hovering vortex which virtually cuts
itself off from the ground.

The giant eggs, like the sarcophagi, do not appear in
the exhibition space, but their spinning motion, like the
flickering of the doors, still echoes there and offers, among
others, a metaphysical discussion about the boundaries of
human existence. It is as if the secrets of time’s cyclicality
and the mystery of infinite duration are enfolded in their
perfect shape and in the harmony of their movement with
the fingers hitting the harpsichord keys.

Eric Santner, writing On the Psychotheology
of Ewveryday Life: Reflections on Freud and
Rosenzweig, discusses the importance of fantasy in the
conceptualization of cosmic order. It creates a scheme
that distorts the shape of our universe, but paradoxically
sustains the sense of consistency and grounds a notion of
a balanced Universe.! Thereby we place ourselves “out
of this world” or at the “end of the world,” and therefore
it also serves as a means of adaptation to it. Santner
begins his book with a quote from Robert Walser’s short
story, “The End of the World.” By linking it to a short
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Ibid., p. 38.

Franz Kafka, “The Top,”

trans. Tania and James
Stern, http://www.
endeneu.com/kafka/
thetop.html [accessed 7
June 2011].

Santner, op. cit., p. 39.
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story by Kafka (actually a one-paragraph prose sketch
titled, according to Max Brod, “The Top”), he sets out
to indicate a major theme in the doctrines of Freud and
Rosenzweig: “the problem of inhabiting the midst, the
middle of life.” The girl in Walser’s story has no parents,
no family, home or belonging whatsoever; she decides to
go out and seek the end of the world—a journey to the
outer limits of the space of human habitation. She walks
for days and nights, disregarding natural phenomena,
people, fear, darkness, or hunger. Behind everything,
at the very end—she thought she could find it. At first,
she imagines the end of the world as a wall, then as a
deep abyss, a green meadow, a lake, a sea of pleasure, as
nothing or as something whose nature she did not know.
For sixteen years the girl walked across lakes, plains, and
mountains, but did not reach the end of the world, and
seemed to be very far from it. One day she came upon
a farmer, who knew a nearby farmhouse called “End of
the World,” and he told her it was half an hour away.
Exhausted from her journey, the girl finally arrived at the
“End of the World,” and stayed to live with the farmers.
She worked diligently and served them faithfully. She
“was soon liked by everyone, and never did the child
run off again, for it felt at home.”?

In Kafka’s short story, a philosopher seeks out
children playing with a top, believing he will discover
universal truths if he can catch the top while it is
spinning:

“A certain philosopher used to hang about wherever
children were at play. And whenever he saw a boy with
a top, he would lie in wait. As soon as the top began to
spin the philosopher went in pursuit and tried to catch
it. He was not perturbed when the children noisily
protested and tried to keep him away from their toy;
so long as he could catch the top while it was spinning,
he was happy, but only for a moment; then he threw it
to the ground and walked away. For he believed that
the understanding of any detail, that of a spinning top,
for instance, was sufficient for the understanding of all
things. For this reason he did not busy himself with
great problems, it seemed to him uneconomical. Once
the smallest detail was understood, then everything was
understood, which was why he busied himself only with
the spinning top. And whenever preparations were being
made for the spinning of the top, he hoped that this time
it would succeed: as soon as the top began to spin and
he was running breathlessly after it, the hope would
turn to certainty, but when he held the silly piece of

wood in his hand, he felt nauseated. The screaming of

the children, which hitherto he had not heard, and which

now suddenly pierced his ears, chased him away, and he
tottered like a top under a clumsy whip.”

Unlike the girl seeking the boundaries of the
macrocosm in Walser’s “The End of the World,” Kafka’s
philosopher obsessively seeks the microcosm. His
obsessive search, like the turning of the top, demonstrates
infinite obsessive repetition, and the repeated failures of
his mission cause a psychotic condition, whereby he
adopts the traits of his fixation and spins about with
nausea and fear.*

The film is projected from a screen mounted on an
aggregate of public telephone booths. The telephones are
castin clay and painted; the booths are made of Plexiglas
and tin, which were cut, reassembled, and compressed
into a cubic structure. The telephone receivers hang/
droop downward, sending forth a musical tune. The film’s
soundtrack is the sound accompanying the entire show,
obeying the duration of its time cycle. By compressing
the telephone booth units, the physical spaces between
the urban telephones are translated into the time intervals
between musical notes. The soundtrack consists of a
recording of the junkies’ playing the harpsichord, to
which sounds were added that condense the original
strikes, as well as random sound clouds echoing the
doors’ lighting flashes. The unique harmony lucidly
emanating from the fourteen receivers undermines the
charged cliché of a dropped handset, reverberating against
the dim memory of communication from the past. The
occurrence belongs to the realms of the disempowered,
of nomads, the homeless, and those devoid of cellular
mobility; strangers speaking in foreign languages with
distant homes overseas. The phone booths have become
a sculptural hybrid pulsating in sound harmony which
repeats itself like a never-ending mantra.

The second floor contains an installation of doors
flashing like an electrical storm: ten door-like light boxes
made of Plexiglas after photographs; their location in the
space signifies a composition of rooms without walls. In
the process of production, the doors were subordinated
to gnawing to simulate wear and tear, natural damages
and vandalizing, represented by the reduction of matter,
namely—Dby absence. The doors themselves are the only
items in the film physically present as objects in the
exhibition. As if the vision has ended, but its beatings
continue, and they flicker on in the same rhythm and the

same intensity, in a cyclical frequency of 3.51 minutes.













5"
=i

)

=N 0

L

L
F oot
.I

E‘?-;‘.. -

.IH'

-

19

Jonathan Soen  Accelerator: a Schematology

(Preliminary Remarks)

The following remarks were conceived and sketched
sometime before the work on Accelerator was
completed. At the time they were written, only a
relatively small part of the work was visible. Most of
it existed in varying degrees of realization—models,
rumors, ideas, conversations... none of which, I think,
were less powerful than in their final guise.

That was a somewhat convenient background for
what my remarks propose to do. For a great deal of them
may be seen as the direct result of a certain fundamental
crisis of visualization. Not so much the product of my
visual incapacities, as that of coming to terms with the
fact of their inconsequentiality with regards to the
works in Accelerator (the kind of inconsequentiality,
one can say with the privilege of hindsight, a velocity-
based sight has in accounting for its own accelerative
tendencies).

What I propose to do here, then, is by no means
to offer an interpretation or an analysis of Accelerator
(the very possibility of which, for reasons I specify
throughout the different sections of this essay, is
thoroughly challenged by its ensemble), but rather to
sketch a philosophical outline on the basis of which a
description of Accelerator—a description-to-come—
would hopefully be possible.

My remarks are perhaps best read as pre-descriptive,
in that they offer themselves as a basis for what already

is and yet, in a sense, cannot be properly encountered.

There is a sense in which speed, particularly the speed
of thought, or the speed one thinks oneself to think
in, is indeed the first thing one becomes aware of in
entering the environment of Accelerator. From an
“accelerational” point of view, as it were, it seems that
one is always too fast or too slow a thinker. In such
typically Zenonian contexts, the point lies not in being
quick enough or slow enough in catching up with what
is encountered or contemplated, but rather in being
exactly as quick or as slow as...

The grammatical nuance here, if one is attentive
enough, already implies, among other things, a dramatic
shiftin intellectual calculus; i.e. things being infinitesimally
approached rather than pointed at or tackled, which
makes the concept of speed, its grammar and objective
range of application, only tangentially relevant.

But, as I would like to suggest, the concepts
themselves are not in any way to blame here. Rather, in
an acceleration-sensitive environment, such as the space

of Accelerator, itis objects and concepts in general, and

the kind of thinking they usually imply (assuming that
its characterization would not exhaust 4/l thinking), that
are undercapacitated to begin with.

Let me say, at least, that it is one thing to note the
discrepancies between the two concepts of velocity and
acceleration (doubtless, from such point of view, there
is nothing dramatic whatsoever in the shift from the
one to the other; nor would it be any less trivial to note,
e.g. the mathematical shift in calculus—from traditional
geometric and algebraic entities to infinitesimals and
their respective conceptualizations—that marked the
emergence of a possible science of acceleration; as there
is hardly any trouble in trivializing any such distance
between concepts and their respective objects); but it
is an altogether different thing to suggest an overall
move from the grammar of velocity to the grammar
of acceleration.

What the latter perspective seems to bring into
account is the very fact that thought is not only the
cogitation of certain velocities and accelerations, but is
itself of a certain speed and acceleration.

In this sense, a change in “attributes rather than
modes” is called for, to put it in the proper Spinozistic
idiom. Precisely such a change, I think, is offered by
the works in Accelerator.

A challenge to one’s speed may indeed be to reach
a certain point (when running or arguing, for instance)
in the minimum (or, more rarely, maximum) amount
of time. Such games would most probably require the
ability to accelerate, again at certain points of the game;
although from the point of view of their ultimate goal it
is the overall speed of each participant that counts.

However, testing one’s accelerative capacities,
it seems, would already require a certain relation to
another one’s or one’s own speed (thus the fastest vehicle
would be useless in a race if it could not accelerate at
least as fast as the others, or slow down as guickly when
approaching a curve).

Such differences seem quite trivial when we consider
the obvious cases of measurable contexts. It is, again,
quite another thing to speak of the speed or acceleration
of abstract activities such as thinking.

By insisting upon such a change in the very activity
of thinking, I suggest that, confronting the works in
Accelerator with an object-oriented attitude (which
tends to go with a concept-oriented thought for that
matter; insofar as it is usually concepts we seek to
objectify and objects we ultimately apply our concepts
on), is indeed somewhat like deciding, in advance, to

meet them only at certain points.
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To see why this does not amount to simply saying
that we are in need of “different” concepts, since we
are clearly in the presence of a “different” kind of
objects, would already require one to acknowledge
that, in a way, what makes up the ontology of
Accelerator are not objects at all. Objects, and their
respective conceptualizations, are rather two forms of
“misencountering” the works in Accelerator. In this
sense, their symptomatic invocation zs essential.

Having said that, let me note that objects and
concepts are not altogether forsaken in Accelerator.
One is presented with them in different halting points
of the work; as one is being presented with the cards he
had already chosen before they are reshuffled or rather
made to disappear.

Consider, for example, the two homeomorphic
images of sand and light in the video Accelerator. Three
tons of sand, pouring from nine perforated anthropoid
coffins hanged from the ceiling so as to create the shape
of a cylindrical cage, transubstantiate into light beams
with the acceleration of the video’s frame rate way
beyond the eye’s capacity of capturing movement.

Here, we seem to deal with two basic conceptions of
time: one image that presents objectified or reified time
(the hourglass), which is at the same time quantified
time or denumerable time; and on the other hand a
second image that re-presents it, where light already
stands for the interval between the two halting points
of the pouring sand which we no longer recognize as
such (indeed the accelerated image of the sand grains,
qua light, thereby appears still, while the rest of the
composition is left unchanged).

Now, of course, such a basic description of the work
is certainly not misguided; as long as we bear in mind that
the two images of sand and light are, to begin with, the
product of our reconstruction of the work’s mechanism
as it accelerates beyond our ocular defaults.

It is of utmost importance to note that this
surpassing of our default gaze does 7ot amount to a
perceptual impasse. The acceleration of frame rate is,
accordingly, not a mere “effect.” This is because the
material change here produces a change in the very
status of the image. These changes are not tantamount
to a difficulty of perception caused, e.g. by a loss of
information or a defect in resolution, since the very
nature of perception changes along with the changes in
the status of the image. This is precisely the point where
a perceptual manipulation becomes an essentially logical
or grammatical problem.

The change in image here, it can be said, traces the

object’s logical-grammatical shift from the #n-visible
to the visible, rather then the—epistemological—shift
from the in-visibile to the visible. For, to begin with,
the object to be perceived here is partially produced
by the gaze—its very visibility is inseparable from its
‘having-been-perceived.’

A change from in-visibility to visibility then marks
the overcoming of a lack or a defect of visibility, whereas
the change from un-visibility to visibility, as I suggest
the term here, marks the introduction of something
that was not a part of the grammar of the visible into
the visible realm.

The images of Accelerator import into the visual
realm the very standards of visibility—what these
images aim to make-visible is rather visibility itself.

Against this background, let us further note that a
surgical operation is in fact at work here, which separates
between the length of the loop (03:51, shared by all the
works in Accelerator) and the duration of the film.

This separation indeed indexes, on a further level,
the simultaneous differentiation between the film’s
speed and its acceleration. For, by now, it should be
noticed that the duration of the video paradoxically
holds “more time” than its measured length, as it
encapsulates the requisite time (lost in acceleration)
needed for converting the sand into light. This is a
crucial point, since by watching the sand/light beam
being transfigured from one frame to the next we are
already watching the memory of an action, superimposed
upon its direct documentation.

What we are thus watching at present is a film that
contains its past as having-been-already-watched. For
us, then, it can be said that the film unavoidably appears
from the future.

For the most part, cinematic time and its constant, the
frame rate, are derived from the “dead in between”—the
blink, so to speak, that separates any two consecutive
frames, or any two images that make up a cinematic
sequence of a predetermined length. Here, however,
since it is the frame rate itself that changes (not the
projection’s speed but the ratio between the frames), the
images, trasmutated by this intensification, become the
only indication of time. In viewing the video one can say
that time is thus—to borrow a Kripkean terminology—
analytically-a-posteriori approximated at every instant
rather than (empirically) measured or (transcendentally)
intuited.

In other words, and much more generally put,
what usually enables vision (not mere ocularity but

intelligible, i.e. sequential seeing) is here forced into
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the visual realm; however, without losing its constitutive
character (like the potentially shrinking/expanding meter
rod Wittgenstein envisaged, under certain interpretation
of his famous remark in §50 of the Philosophical
Investigations, which keeps its grammatical function
as a standard measure despite the changes in its actual
size; more on that analogy later). In a sense, therefore,
an attempt at a direct description of Accelerator would
ultimately culminate in a false encounter.

The problem, again, is not to be quick enough in
following what is going on in the projection, or slow
enough in reconstructing its mise-en-scéne, but rather
to be as quick or as slow as its actual progression. It is
here that our average capacities, along with our standard
categories, indeed seem too fast or too slow, and so are
the objects which ultimately inhabit our picture of the
film’s array.

We may thus apprehend the initial image of sand
or the generated image of light, as well as the fact of
their homeomorphism with the acceleration of frame
rate, but never it seems, i.e. from such a perspective,
comprehend the transubstantiation itself—here, the
actual formation, and deformation, of the projection’s
time. In this respect our objects and concepts are only
regulative or, alternatively, epiphenomenal. Again, that
is not to say they’re inessential.

But, if so, what sort of account wouldn’t ultimately
culminate in such regulative or epiphenomenal
descriptions? For this purpose I would like to invoke the
notion of schema. Such invocation cannot go without
stipulating, from the very outset, its difference from the
original—here the Kantian—notion.

As Kant famously conceived it, a schema’s most
essential role is to function as mediator between the two
otherwise unbridgeable realms of the transcendental and
the empirical. That means de facto, again very basically,
to allow the application and coordination of our
abstract concepts (categories) to their sensuous contents
(intuitions), without which both are, quite literally,
useless (“contetless” or “formless,” respectively).

A Kantian schema is first and foremost a product
of the imagination, whose facultative status is likewise
described as that of a mediator: between the sensuous
plethora of intuitions and the synthetic activity of the
Understanding. The formation of schemata and their
mastery by the imagination can be considered the
most quintessential realization of Kant’s own critical
project and its fundamental antagonism for dialectics.
For learning to master the use of schemata is precisely

what enables us to make sure that reason indeed “never

strays too far from the realm of possible experience.”
This is of course what eventually makes all judgment,
in the Kantian sense, possible.

The kind of schematism I have in mind indeed relies
on the Kantian precedent, although it has ultimately
little to do with the latter’s designation. Since the model
I am trying to sketch here, in fact the model I take the
works in Accelerator to already perfectly exhibit, is one
in which, as opposed to being mediators between objects
and their applied concepts, the schemata themselves are
constantly being objectified and conceptualized.

So conceived, a schema is indeed not a fictive
negotiator of sorts between concepts and objects, but
rather that which actualizes itself through our cerebral
fictions (concepts) and sensuous phantoms (objects).

This reversal unavoidably brings with it an equally
dramatic change in the function of the imagination,
as it can no longer be taken for the generator of
schemata. Rather, here the imagination is responsible
for the reconstruction of rational space-time in static
representations (objects and concepts). It is in this
sense that a conceptual mapping of Accelerator or,
alternatively, an ordinary description of its objective
milieu, would ultimately culminate in rational fiction.

My comments on the manipulation of time in
the video Accelerator, 1 think, begin to clarify at least
how schematism may be reconceived over and above
its original mediatory characterization. The schemata
are primary. This maxim, by itself, seems to require an
ontology of its own, a schematology.

The emancipation of schemata it unavoidably calls
for has no doubt a destructive aspect to it. Since, in
order to dislodge its meditative burden, a schema must
somehow prevent its remobilization to the traditional
function of the imagination. This it achieves, in a sense,
only by exceeding the latter’s capacities. I suggest
that this is precisely what will make the ontological
shift a mandatory move rather than a mere change of
perspective.

In fact, we are never quite capable of directly
encountering a schematic image of the kind I have been
talking about here. We are in a sense the medium by
which itis rendered encounterable in the first place. Such
images then seem to gain autonomy at our expense.

Such are, to take another example, the 10 semi-
translucent doors in the upper floor. Here, each door
is internally lit in such frequencies and intensities that
we can only catch sight of it by recreating its form from
the negative retinal image that survives the temporary

blindness the light flash inflicts upon the eye.
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Here, in a fashion somewhat inverted to the
mechanism that operates in the video (in the present
case the whole composition is still, while the illusion
of movement is created by the change in the static
location of light), the memory of the image precedes
the appearance of the image itself; the positive, i.e.
the fully lit door, being barely visible. However, both
positive and negative images are only the regulative
apprehensions of the actual schematic image, which
we can only comprebend, rather than catch sight of, by
superimposing one upon the other.

This superimposition, rather than synthesis (images
are mounted one upon the other, rather than combined),
seems to proceed without the aid of our consciousness
or imagination. Between each two split-second flashes
of the door, it is the eye alone that serves both as the
organ of sight and the organon of memory. By the time
one image has burned itself into the retina, another one
already emerges, superimposing itself upon the former.
This way, there is no actual accumulation or conjunction
of different images, but rather one accumulative or
conjunctive image that changes simultaneously in
relation to the whole.

Consequently, we never actually see each door
as a singular thing. What we get is a schematized,
simultaneous image of the whole typology of the doors:
an image of the forms and patterns on the basis of which
any differentiation of the singular instances is finally
enabled.

The overall superimposed image that results from
this procedure is a picture of space, rather than of its
constituents—space as the form of its constituents.
(Compare with the description of time in the video).

Furthermore, since each door was, to begin with,
created by extrusion, each is in fact a three-dimensional
translation of a two-dimensional catalogue image that
served as a layout for the sculpture. The voluminous
appearance of the doors is therefore only a speculative
transcript of their surfaces—the image, in this sense, is
genetically prior to the object.

This sheds more light on the schematic nature of the
doors. Itlocates the schematic operation in between the
object and its image; the operation capitalizes, in other
words, on the very gap between the object and its mode
of appearance.

The importance of the hypothesis of this gap is that
it renders intelligible previously nonsensical questions
about the identity—similarity, difference—of an object to
itself. It renders, in other words, the mode of comparing

an object with other objects into something that can be

applied on the object itself. This suggests that there are
not only different/similar/identical objects to take into
the comparative account, but different/similar/identical
modes of difference/similarity/identity as well.

This is, again, a schematic construal of objectivity.
Thus construed, an object is not a discrete totality, but
is itself a series of appearances that share a common
archetype. An even more tempting formulation is to
say that the object is in fact a scale (a musical scale is
precisely such an object).

Naturally, this shift problematizes the very
distinction between objects and concepts, rather than
simply replacing the terminology.

There is a sense in which the images that had
survived all these intensive procedures can be said to
have thereby “outlived” their natural form—all of
them seem to stem not only from the degeneration
of their original nature, but from the degeneration of
nature as such. They present an overall appetite for an
overcoming of nature. Against this background, their
common sepulchral quality should by no means be
taken as a metaphorical, let alone decorative, aspect;
i.e. as supplying them, in some sense, with a “cultural”
background of decadence; but rather as a manifestation
of their common procedural archetype.

The image of the mummy or, better still,
mummification, which haunts the whole ensemble,
can be taken as an exemplary case. For one can think
of mummification precisely as a literal demonstration
of the prevailing of the image of nature over nature.
Here, an image has nothing to do, of course, with
the imagination or with any other form of mediatory
instance for that matter; consequently, there is no
question of representation or idexicality; since the image
is in fact nothing but the self-presentation of what image
it is of. It is produced by the gradual shedding of any
excesses of “content” over appearance. It is rather what
I would like to call 2 showing.

(The creation of the mummy traces the exact inverse
procedure to the creation of the doors: a production of
surface by the elimination of mass, and the extrusion
of mass from the surface).

(To the extent that this procedure not only
characterizes the specific images of Accelerator, after
all mummification is not a “theme” in the work, but the
relation of the work to the question of the image as such,
the analogy with the figure of the mummy can be drawn
conversely, i.e. that which is capable of surviving its
natural form is an image. In any case, what is of outmost

importance to note is that the work’s preoccupation
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with sepulchral imagery is not in any sense ornamental;
it is essential).

The “mummified” image is essentially a schematic
image. As it looses its specificities it appears, at least
at a first glance, more and more ideal. Not, however,
in the traditionally Platonic sense; since here it is the
image, the appearance, that is quintessential rather than
what transcends it (one can begin by noting that what
survives in effect the degeneration of natural form,
which is the form of all natural phenomena [entropy],
is the very form of degeneration; a reversed Platonism
if ever there was one).

The crisis of visualization I mentioned earlier is
due precisely to this schematic nature of the images
in Accelerator. Their being hard to visualize, then, is
not so much the result of a perceptual limitation as
of the difficulty to recognize them as what they are.
Most of them, in other words, offer themselves not
as candidates for perception, but can be said rather
to ultimately enable perception. They are perceptual
devices.

In this sense, they seem to bear a certain resemblance
to, and a no less important difference from what Goethe
called an archetypal phenomenon or, more generally,
an archetype.

A Goethean archetype is, very basically, a singular
schematic presentation of a common form—family
resemblance, e.g., between individuals of the same
species or type. These Urformen tend to vary, of course,
in their degree of abstractness, depending on the range
of phenomena whose abstractions they are. Allegedly,
such archetypes consist of “nothing but” those essential
qualities that all members of a certain type share.

Although Goethe indeed treated his archetypes,
in part, as objects of discovery—“confronted with
so many kinds of fresh new forms, I was taken again
by my old fanciful idea: might I not discover the
primordial plant amid this multitude? Such a thing
must exist, after all!” (Italian Journey, 1816-1817)—
their significance, I take it, lay not in such a discovery
(needless to say, such things have indeed never been
“discovered,” at least not in the traditional sense of the
term), but rather in what they enabled Goethe, among
others, to un-cover.

That, 1 take it, was a new sort of realm which
consisted of the relations between schematic entities,
rather than of the relations between individuals and
private cases. In other words, what Goethe may
have paved the path to is the possibility of comparing

resemblances and differences in themselves.

An archetypical image, and Goethe himself
produced more than several of such images, is not a
representation of any sort of existing phenomenon, nor
is itan attempt at picturing the unperceivable Idea; since,
as Goethe kept on insisting, notwithstanding his own
Platonic penchant, his sense of Idea required nothing
more than observing the phenomenal realm—it wasn’t,
i.e., something over and above this realm. Rather, an
archetypical image is a showing of the immanent forms
of any possible phenomenon.

Such a comparison of forms, as opposed to the
Goethean procedure of forming an archetype, is not
reached by way of radical analysis—stripping objects
from all their idiosyncrasies until only their mutual
form survives, as we might have imagined the traditional
path to the realm of Ideas; but rather by synthesizing
their various forms of resemblances and differences into
a singular rather than universal or particular image.

Such an investigation must not resist what might
be called the entropy of form, i.e. its tendency to
disintegrate with dispersion, as the analyst, atomist or
Platonist seem to do, but rather to show this very form
of disintegration in its working; which is precisely what
the works in Accelerator do.

Goethe himself was too much of a Platonist, as he
ultimately described his archetypal method as a gradual
progression “from the less to the most ideal.” Such a
progression he sought to achieve indeed by going back
to the point of “minimum entropy” (the Darwinian
concept of origin, which was undoubtedly inspired by
the Goethean archetype, can be taken as a paradigmatic
example of such an ideal).

This is the point where the Goethean archetype and
the schematic image of Accelerator diametrically oppose
each other. For the schematic, or mummified, image of
Accelerator is achieved not by going back to the point
of 0-degree entropy, but precisely by surviving all
entropy. A form, in this sense, is thus not the minimum
degree of differentiability, but the maximum degree of
adaptability. (If all of this indeed calls for an arche-ology
it is therefore an archeology of the future.)

The maximum degree of adaptability—this, I take it,
can be further exemplified in considering Wittgenstein’s
famous remark about the standard meter rod in Paris,
being the single thing of which we cannot predicate
length in meters.

If we ignore, for the purposes of the present
investigation, not only the standard interpretations of
Wittgenstein’s famous remark but also the standard

framework within which it is usually discussed, we can
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recognize the standard meter rod as an exemplary case
of what I have been trying to typify in terms of schema
and archetype.

We can start by noticing the schematic quality of the
Paris meter rod—its exemplifying the midpoint between
an abstract concept of length and a physical object of
such length. The point here, along the lines of what
I earlier described as an inverted type of schematism,
would be to recognize the object and concept as two
approximations of the rod, rather than taking the rod
to simply supply the means of applying the abstract
concept to its potential range of objects. What is crucial
then is coming to see the schema as real; of which the
concept of “exactly one meter length” and its matching
object are only the regulative, fictive representatives.

From such a perspective the point of Wittgenstein’s
remark is, I think, not to point the absurdity of the
attempt to measure the standard unit of measurement
with the measure of which it is the standard, thus to
point to the ideal status of the (physical) meter rod
once it is baptized as a standard measure; but rather
to point out the absurdness of the desire to measure
inner-worldly phenomena with what can be called
“ideal measures,” and vice versa.

An ideal measure would be, generally speaking,
a measure for which there cannot be a proper inner-
worldly exemplification. Thus, an “ideal meter” might
be a geometrical abstraction of the distance between two
coordinates in a Euclidean space, as opposed to or laid
against the things we would usually be inclined to say
that they “measure exactly one meter length.” What I
earlier called an object-concept-oriented attitude tends
clearly toward such idealizations.

The ordinary debate about Wittgenstein’s remark
revolves, precisely in the spirit of such a distinction
between the real and the ideal, around the possibility
of comparing the (physical) meter rod in Paris with an
ideal meter, in view of the fact that the former might
contingently change in its actual length. Under such
circumstances it seems plausible again to ask for the
length of the meter rod in meters.

While this debate is certainly not the topic of the
present essay, it is important to point out, on a more
general level, that such formulation of the question
already presupposes that the physical meter rod should
be taken as a representation of an ideal length (almost
every serious treatment of Wittgenstein’s remark
reaches a point where the actual meter is modeled in
a geometrical abstraction of some sort so as to allow

their comparison).

In contrast, the radical conclusion to be drawn here,
along the lines of the previous sections, is not only that
such an assertion of a representational relation between
actual things and idealities is thoroughly misguided, but
also that our standard, i.e. schematic, rather than ideal
measures remain functional even in cases where a change
in their actual form takes place. In other words, that
the ideality of our standards, i.e. onr schemata, consists
precisely in their ability to function as such even under
thoroughly “unideal” conditions.

So conceived, our standards are not prior to
contingency, i.e. prior to possible experience; they, as
it were, “survive” it—they change with and change rhe
world whose standards they are.

Compare the description of the meter rod with:

i. the description of the temporal schemata in the
video Accelerator (e.g., the possible changes in the
rod’s length and the changes in the frame rate of
the video; the transubstantiation of sand to light,
denumerable time to time as constant, and the
meter as representation of quantity and the meter
as constant);

ii  the unit of time, 03:51, shared by all the works in
Accelerator (one can think of the whole work as an
attempt at inaugurating a new standard time unit; a
world, or a time-zone, where 03:51 is the parallel,
say, of our minute; i.e., here 03:51 doesn’t equal 231
seconds, but our generic sense of an instant; a new
intuition!);

iii the description of the spatial schemata in the
flickering doors (Accelerator, 2011) (e.g., seeing each
door not as a discrete entity but as a characterization
of a spatial pattern; the meter rod not as a discrete
object but as an exemplification of what is common
to all metrical objects); and/or

iv the presence of the human body in Second
Chance.

How then, it remains to be asked, are we to reconceive
of judgment under such conditions? How, that is, do
we come to judge a schematic phenomenon?

I have said that in a sense the images in Accelerator
surpass our standard capacities; that, in a sense, they
gain autonomy at the expense of our very ability to
consume them. It can now be added that unlike the
meter rod which may be taken (and usually is taken) to
assist the proper application of our abstract category of
quantity, the schemata of Accelerator seem to disrupt
rather than assist the coordination of our categories and
their respective objects. Quantity may suddenly change

into quality, the causal to the non-causal, the contingent
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to the necessary... This, by itself, already makes the
question of judgment tricky enough.

It is important precisely in that vein not to confuse
the schematic image, despite the obvious temptation,
with what we would usually call the Sublime.

Although some of the images in Accelerator indeed
bear a certain resemblance to the sublime image,
they are in no way rooted, as the latter necessarily
is, in a reflective procedure. Sublimity is essentially a
characterization of mood. It is a characterization, most
generally speaking, of o#r mood in reflecting upon a
phenomenon that appears to exceed our usual capacities;
first and foremost—our imaginative capacities.

In an important sense, the images in Accelerator,
while definitely tending to exceed our usual capacities
simultaneously circumvent our reflective attention.
Visually speaking, one can say, e.g., that the acceleration
of frame rate in the Accelerator video, or the flickering
of the doors, proceed by a manipulation of sight rather
than of gaze. That is to say, they do not presuppose a
subject’s perspective as their operative condition. Their
surpassing of our capacities doesn’t require in this sense
any form of reflectivity.

Rather, I would argue, if there is indeed an idea of
reflection involved in them it is in their tendency to
use us as reflectors. In other words, it is not we who
contemplate the space and time of Accelerator, to begin
with, but space and time, in a sense, that contemplate
themselves through us.

This reversal is hardly metaphorical when coming to
describe the human intervention in Second Chance.

The mechanism here is seemingly simple: every key
stroke, thus every note played by the five characters
on the harpsichord, at the first frame, is followed by a
rotation of the ovoid object for the same duration and
frequency in the second frame. However, the effects of
this utterly simple mechanism are much more difficult
to describe.

Perhaps the first thing one notices about the work
is the absolute, even excessive symmetry it exhibits
between the auditive and the visual. This symmetry
reveals, as the work progresses, a more fundamental
homology between the temporal elements of the work
and their spatial counterparts.

The meticulously fabricated space of the orbiting
egg (a blackened, reflective silicone-covered floor, which
merges at the vanishing point with the ceiling), like the
shape of the egg itself (spherical at its tail and elliptical
throughout, which gives it the ability to maneuver

between different geometries as it rotates), is built so

as to be able to “ventriloquize” any form of temporal
differentiability between the notes—length, frequency,
pitch—in spatial mimicry. This makes the task of their
differentiation, i.e. the gaining of the most rudimentary
sense of orientation, almost impossible (again, precisely
in this sense we can speak of the behavior of schemata
in Accelerator as “treacherous”).

Here, time is so perfectly schematized by its spatial
realization as to render neutral the very prospect of
distinguishing between the two. Time is thus exhausted
by space. Space, on the other hand, is nothing but
this schematic exhaustion of temporality. (One may
imagine, in that vein, a Cartesian coordinate system
with a parallel rather than perpendicular setting of the
two axes; now, the world in which such a device is
ordinarily utilized).

Perhaps the most obtrusive aspect of the work is
the idleness of the people who inhabit the space of its
happening.

In the one frame, which shows the space of rotating
egg, the main dialogue occurs between the egg and
the camera; the shape of the whole room changes,
incessantly and drastically, according to the change in
distance between them.

During some of the shots, the egg appears to violate
the gravity and dimensionality of the room; its stochastic
vortices appear frictionless and the rate of change in its
form of trajectory makes one wonder whether it really
is inside the room; or, as it approaches the camera, it
appears for amoment larger than the room, whose edges
we can no longer recognize. In this frame we simply
see the five characters standing still in a semi-circle,
alternately monitoring and ignoring the egg’s behavior.
By remaining still, they become, in effect, the single
estimation of the original configuration.

In the other frame, the characters seem to draw
peculiar pleasure from simply carrying out the minor
task they were asked to perform—*“choosing a key and
then pressing it until the sound finally fades off.” At
the first instant, their pleasure appears to derive from
what is simply obvious or inevitable (the montage of
the two frames aids the illusion of an actual causal link
between the harpsichord and the egg), as in several of
Poe’s stories where characters are suddenly capable of
enjoying the mere ticking of a clock or the monotonous
swing of a pendulum; the hubbub of prosody without
the onerous accumulation of meaning.

However, this reaction in itself is far from obvious
(let alone simply “recreational”). Rather, it should be

taken as a mark of the change in the very status of the
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obvious. That is to say, one is capable of experiencing
pleasure from the mere passing of time or the mere
forming of space only where time and space are no
longer the conditions of possibility of experience,
but rather themselves an immanent part of possible
experience.

Or: the un-visible (the empty schemata of space
and time), rather than the invisible, is here rendered
visible.

The form of pleasure the five characters exhibit I
take as a dramatic sign of what can be called a “cross-
contamination” of the transcendental and the empirical.
This very pleasure can in fact be called “schematic.”

Bearing in mind the forms in which humans appear
to dis-interfere with the happenings in Accelerator, 1
suggest a significant analogy with Warhol’s famous
static cinema; the exemplary cases I think of here are
Sleep (1963) and Empire (1968).

What strikes me as relevant to my discussion of
Accelerator in Warhol’s films has nothing to do with
their distinct mood and style, or with the atmosphere
within which they were conceived originally; it has
to do rather with a specific fact about the way they
delineate the figure and role of their potential addressee.
Usually, when one falls asleep during a film (“standard”
or “experimental”), this falling asleep can be taken in
fact as a (reflective) gesture of judgment—as a means
of manifesting boredom or disinterestedness (laughter
or anxiousness of a spectator, on the other hand,
may express the “opposite” cases). In that vein, the
mechanics of aesthetic judgment in cinematic contexts
may take a rather basic form—a spectator’s reflective
attitude can be expressed in the slightest gesticulation
(it can, as Deleuze put it, be invoked and expressed
senso-motorically).

In contrast, it may be said that falling asleep in a
Warhol film can be taken as a form of collaboration.
However, and this is important to note, that is nor
because the “intention” of the film is putting its
spectators to sleep or tantalizing them, as is so often
conjectured. Rather, the collaborative aspect I am
interested in may be said to stem from the film’s
inclusion and portrayal in advance, as it were, of the
spectator’s way of encountering it.

Under such conditions, certain forms of reaction
may appear tautological—like falling asleep in Sleep;
or, alternatively, irrelevant—like claiming the film is
“boring.” Here, then, reflection no longer pertains to

an attitude of a subject, but rather to the process of

a subject’s transforming into a reflector by means of
which the objects of his attention present themselves.

This kind of reflection involves a mode of
disinterference. The way this differs from, say,
Kant’s famous disinterestedness is clear: the former
characterization, unlike the latter, does not pertain to
a mood that scaffolds an act of judgment, but rather to
the mode of assimilation of the subject in the event to
be judged.

Another significant contrast can be made here with
Michael Fried’s well-known concept of absorption in his
Absorption and theatricality (1980) and recently in Why
Photography Matters as Art as Never Before (2008).
Fried talks of the absorptive quality as something that
an artwork essentially exhibits. His favorite examples,
of which a relatively recent and paradigmatic one is Jeff
Wall’s portrait of Adrian Walker (1992), indeed usually
wear their absorptive mark as it were on their sleeve — it
can be said to be manifested in what they are about, as
in Wall’s portrait, at least as much as it is a successful
description of their unique form of aboutness. In this
sense at least, which frequently goes unnoticed, Fried’s
logic of absorption is forced to admit a crucial degree
of theatricality to it. It is important that the movement
of assimilation I described in Accelerator also be
distinguished from Fried’s theater of absorption. If
there is an absorptive aspect to the works in Accelerator
itis a product of the exact opposite reasons which Fried
notes. While Fried talks about the indifference of the
work, and, symptomatically, its internal scene, to the
viewer, as a condition for its absorptive self coherency,
the absorptive mechanism at work in Accelerator is
indifferent to the very distinction between the internal
scene and the affected, outside party to begin with. By
thus including its spectators, their possible positions,
as disinterfered collaborators — reflectors — in advance,
rather than exhibiting indifference to the outside,
Accelerator disposes altogether of the very need for a
work-viewer terminology. And it is this proto-theatrical
terminology to begin, rather than a special branch of
it, which causes the logic of absorption to collapse into
pure theatricality at its very core.

Such disinterference can help us characterize what
appears at first sight as idleness on a part of the humans
who inhabit the space of Accelerator, but might as well
serve as a model for our way of coming to recognize

its full vista.
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Appendix: Resisting Irony

The ultimate bearer of this shift is perhaps the
artist’s two years old son, which is the center of the
video Accelerator. 1 shall not attempt to describe
the scene, which is something that needs to be
witnessed. Instead I will try to say a very few words,
somewhat more personally, about what I suspect
is its central anomaly; although my remarks about
this issue, I'm afraid, are far from being conclusive.
What bothered me upon first seeing the video is what
I took as is its almost impossible abstinence from any
kind of irony. Impossible, for a very specific reson.
The prepubescent consciousness of a child (in this
case almost an infant) will always know less than
is being told about it, or—by means of it. In this
sense children prefigure something of the very
essence of the act of telling. They expose, to say
it bluntly, the transcendental character of irony.
This transcendental sense must be distinguished from
the proverbial ironic mood—from irony as an aesthetic
gesture. For, if I’'m right in this basic observation,
irony is not a special gesture or a rhetorical genre,
but rather a condition of possibility of every act of
narration. Irony, which has a tertiary structure in
this sense, constitutes the very separation between
the author, its protagonist and an audience. Without
this minimal difference no act of telling can ever
get off the ground. Irony is in a sense sui generis.
If so, then by saying that the video abstains from any kind
of irony I am suggesting that what we are called to see in it
is other than a tale or a mise en scene. (This point has to do
with my earlier remark about of the issue of theatricality).
Itis my contention that what we see in the video is real.
That is of course hardly enough. For, irony is real
too. And, it is due to the preponderance of irony that
realness can itself be understood as an ironic gesture.
Again, the real appearance of a child, as a real child,
without the means—our means—of reflecting upon
his precise role (his bewilderment is real!), can easily
be taken as an ironic zero-level. But that is not what I
meant by real. I shall try to be more precise. Irony is,
at its core, a—transcendental—form of distribution of
knowledge. It is also, predominantly, a gap in knowledge
or in consciousness that raises the playful sense of irony.
In the works of masters of irony, Hitchcock e.g. (I think
especially of Rope [1929]), this unique distribution
manifests itself almost in every detail. (In the case
of Rope e.g., the gaps in knowledge—between the

characters themselves, the characters and the audience,

the audience and the author—constitutes every decision
in the film right from the beginning—it is as much a film
about irony as it is an ironic film).

What strikes me as a resistance to irony in Accelerator
thus has to do with a certain deferral in the acquisition
and distribution of knowledge; indeed, of the most basic
kind of knowledge—what can be called orientation. First,
itis clear that the childish consciousness is not presented
in the video as a point of view—it is not something
demanding or even allowing our identification, and it
does not help orient ourselves in the scene (think, in
contrast to that, about Isaac’s famous disoriented query
in the Binding story: ‘But where is the lamb for the
burnt offering?’, that exposes the divine irony—divine
knowledge—behind the initiation story). The child’s
presence is rather that of a medium. He allows, as had
already been suggested, the reflection of space-time to
take the place of the act of reflecting upon them. He
is, body and soul, like the humans in Second Chance, a
receptacle. His apparent disorientation, in this sense, is
not relative to the orientation of another (us or his father
e.g.). His astonishment—at one unforgettable point in
the video he raises both of his arms as if in prayer—is
rather on a par with the mutation of the space-time
around him.

Irony demands a multiplicity of times, or points of
view with respect to it. The fact that one does not know
his own future, and can only laugh when being told
about it (think of Oedipus and the oracle of Delphi),
is enough to make its mere realization ironic, indeed
divinely ironic. Tragedy is the art of irony precisely for
its multiplicity of non-converging timelines (‘prophetic’,
‘actual’ and ‘retrospective’ e.g.), whose coexistence must
not affect the protagonal time—it is the protagonist who
defines the actual time for it is only through his point of
view that time becomes a meaningful, i.e. apprehensible,
succession of events. Accelerator’s protagonist, on the
contrary, is contemporaneous with the event that takes
place in the video. His point of view is that of time itself
as it were, and so there are no meaningful conclusions to
be drawn on account of his human presence (this is not
an initiation ceremony). But precisely because of that
his presence is significant, for it traces the possibility of
time’s becoming an object of experience, astonishment,
belief, without forcing any sense of meaningfulness
upon its blind succession. This possibility, I think,
reveals a slight but crucial difference between the merely
given, objective time and desubjectified time. And the
latter is the only deferential power I can think of, if any,

with respect to the word ‘real’.
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Subject:

Transcript of the remote viewing test

undertaken by the subject Karl Nikolayev”

Location of objects:
Accelerator, Helena Rubinstein Pavilion

for Contemporary Art, Tel Aviv

Location of subject:

Moscow

* Russian telepath Karl Nikolayev conducted

a series of remote viewing and telepathic experiments
during the 1960s, at times guessing objects entombed

within closed spaces hundreds of miles away.

The Object Told Me To

Reza Negarestani

L
How to See this Space

Flat. Blank. Impenetrable at first glance. It is the two-
dimensional counterpart of a point, a line or space.
Definitely a plane. Either a wall or a ceiling or an
infinite rubber sheet. I have problems seeing through
it. It cuts my field of vision... I persist in seeing through
the wall. Now, I see a curved figure. It is convex,
closed. It is either an ellipse or a special ellipse, a circle.
It should have been created by the wall intersecting
with my cone of vision. Either an ellipse or a circle, or
both. It is dancing to something: pulses, oscillations,
frequencies, intervals, arrows, pressures, drives. It’s
music. The elliptical or circular figure is spinning to
music. Adopting the rhythmic gesture of the pulse. It
is spinning along its major axis to produce a solid of
revolution. It is either a spheroid or a sphere, or perhaps
a synthesis of both. I would say it is ovate... spinning
to left or right, catatonically or harmonically. Ovate,
pendulating between prolate and oblate spheroids, spun
to harmony and catatonia, it’s smooth...white... is it
white or just blank? Hard to determine. It is an egg or
probably multiple eggs. I see an egg spinning to music
(Fig. 1).

As far as the egg is concerned, it does not matter
how the motion is modulated, or what its direction is,
whether it is a catatonic lurch or a harmonic dance,
spontaneous or under the influence. But all I know
is that the egg is always there, no matter how I start
or what I see, it persists as the omnipresent figure of
this space wherein my field of vision, my thoughts
and subjectivity are only viewpoints by which this
ubiquitous ovate figure—the object—sees and reflects
upon itself. The ovate body is the general figure of
all objects—curved upon itself, convex, introverted,
diachronic, indivisible, indifferent to rates of speed and
tempos of vital time (all an ellipse needs to hatch an egg
is a lateral or latitudinal motion—the basic expression of
spacetime, the circuitous path by which absolute nature

reflects upon itself).

— 10

The cone of vision The wall The egg

(or the solid revolution)

Figure 1
Ocular subjectivity and the vision of the egg

In order to see, one must first dispose of the
shortsighted or myopic subjectivity that insists on
seeing and distinguishing the object. Remote viewing
overcomes the ocular subjectivity not by stepping
outside the subject’s field of vision for a higher viewing
experience, but by stepping aside in favor of the object
that sees and realizes its contingent and exterior reality
through the subject, its space, its regional horizon, its
viewpoint. This stepping aside is a speculative scheme
that consists in thinking space—where the subjective
field is already a part of—in terms of a general schema
through which absolute time or nature reflects upon its
contingent and exterior objective reality and narrates
the reality of its objects. The remote viewer does not use
his field of view to see and objectify the world; he turns
his field of view into a twisted space or warped screen
by which the objective reality exhibits and realizes
its contingency and exteriority. The vocation of the
remote viewer as the one who has broken away from
the myopia of the ocular view is, therefore, remodel
subjectivity—its regional horizon, field of view, space
of consolidation—into the schematic spatial image of
the object’s independent reality, the twisted space of 0’s
self-realization.

The question of seeing is not the perceptionist
question of clearing the field of view but the schematic
reconstruction of the speculative space through which
the independent and contingent object—the generic
closed convex reality of each and every object—sees
through you. Therefore, in order to see according to
and on behalf of objective reality, first I have to adopt
the perspective of its alien ovum (the absolute or eternal
nature). But to assume the perspective of reality’s alien
ovum, I must first understand the spatial schemata
through which such an alien ovum self-reflects and
realizes itself as an objective and contingent reality.
Seeing for me, accordingly, involves the schematic
reconstruction of the chasmic and convoluted space—
that is the universal aperture or point of view—through
which the alien ovum of reality reflects upon its
contingent and diachronic reality.

Since an objective reality independent of the
viewer can only be asymptotically approached,
breaking from myopia is possible neither by directly
reflecting on the contingent and eternal time of this
reality nor by envisaging the world as a carnival
of objects, but by schematically reconstructing the
space through which such exterior and contingent
reality realizes itself and expresses its contingency

and absoluteness. This spatial or speculative approach
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never takes space for granted; it explores the potentials
of the space in schematizing the reality of objects and
diagrammatizing the contingent plays of the objective
reality. As the basic principle of remote viewing (or
reconstructing the non-myopic subjectivity), spatial
speculation probes and utilizes regions, neighborhoods,
manifolds, compartments, abstract walls and ceilings,
staircases and platforms, basements and fundaments
of space for new opportunities by which contingent
plays, contaminations and self-improvising tactics of
the independent objective reality can be resolutely
expressed and brought into focus. In its pursuit to
construct a profound field of vision and foray into
the open, the non-myopic subject reformulates space
diagrammatically not conceptually, schematically not
symbolically, materially blurred rather than materially

consolidated:

-- The diagrammatic approach reformulates space as
a diagram capable of revealing the contingent ges-
tures of objective reality such as motion and fixity,
conveying the twisted traces of absolute time—the
nothing of nature—through intervals, arrows and
phase transitions.

-- The schematic approach to space, on the other
hand, removes the distractive details of the sub-
jective space that clutter the independent view of
objective reality, sheds redundancies produced by
meaning, aims for generality and works through

schemata of approximations.

-- The reconfiguration of space as materially unfo-
cused and erratic uncovers the complicities of space
and time—as the fulcrum of the objective reality—
through which the localized integrations of matter
are simultaneously derailed by the twisted com-
plications of space and the indifference of absolute

time to everything including materiality in general.

The profound view strives to bring the abyssal
or universal expressions of space into its regional
field of view; it tinkers with its space, opens new
apertures, embarks upon topological convolutions
and transforms architectural compartments into
contaminating neighborhoods and abutments... all
in order to bring the contingent and exterior reality
into a universal perspective not according to its own
subjective shortsightedness but according to the absolute
viewpoint of nature or eternal time. In short, profound
view follows and looks for the spatial schemata, the
trails, by which the alien ovum of reality reflects upon
itself and realizes its contingent and absolute reality. The
non-myopic subject adopts such schemata as speculative
schemes or non-myopic fields of vision by which the
alien ovum of reality can be seen or thought in its alien
proceedings: creating tones of reality, abducting the
subjective space, performing surgeries on it, turning it

into its own field of operation and improvisations.
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IL.
How to See this Space in the Making

Now I repeat the experience of remote viewing in order
to see this space from the perspective of the alien egg,
the object of absolute time, the ovum of reality which is
neither an elliptoid nor a spheroid but the non-conceptual
figure of nature: 0. To do so I asymptotically approach
“the vision of the egg” by creating four spatial schemata
which speculatively reveal the object as it really is. These
schemata exhibit the self-realization or self-reflection
of the alien ovum (whether it is regarded as the pure
alterity of time or absolute nature) as a performance.
Through such a performance, the alien egg and its
visions are non-conceptually and non-metaphorically
staged in a space that forces one to adopt the perspective
of the alien object and in a scenario wherein the
continuity between space and time is divulged as an
unprecedented theater of cruelty. The task of the non-
myopic subject is to construct a diagrammatic and
schematic space capable of exposing—little by little,
through implications and twists—the workings of the
Absolute (the nothing of nature, the eternal time, the
general object, the alien ovum, 0). I see Accelerator as
the performance space of 0 or an alien ovum where all
general and particular expressions of 0 (the egg) are
depicted and choreographed.

This is a view of Accelerator as the performance
of an alien ovum—an irrevocably alien presence that
is foreclosed to metaphors, conceptualization and so-
called profound meanings: The alien ovum of reality is
indivisible to the subject, blank to the ocular subjectivity,
null for thought: It is 0. It is all at once a sarcophagus,
an egg and perhaps a grain of sand... knotted together
in space with staircases and transitional contraptions
(doors subtracted from volumetric spaces), implicated
within each other through rooms they cohabit and
boundaries they share and synthetically glued by way
of weird intimacies (phone booths wedded together by
the subtracted remnants of their former selves). Here
there is no discrete entity, no stable conceptual energy,
no metaphoric capacity, no sediment of meaning,
only phase transitions of the same alien ovum that is
eternally foreclosed to vision whilst abducting in silence
the subjective space from the inside. Sarcophagi, sand
grains, eggs, they are different spatial schemata of their
indifferent core: 0. This space neither begins with 0 nor
ends with it; it is 0 in transition.

Space begins with the self-reflection of eternal
time or the self-realization of absolute nature. In order
for 0 or the nothing of the nature to see and realize
itself it requires a point of view, and to do so, it must

distance from itself only to reflect upon itself once

again. As the first step to bring about a viewpoint or
“field of realization,” this act of distancing is denoted
by the positive expression of 0—+ (Fig. 2). Once
zero (0) realizes or affirmatively posits itself ({0}),
its first expression comes into being: 1 (i.e. {0} as a
set containing “one” member. Positive expression,
extension or length (=) is the first spatial schema of
the alien ovum (the Absolute, the nothing of nature,
the egg, the sarcophagus of eternal time, 0). At one end,
the length is constituted of zero in its nullity and at
the other end, zero in its positive expression (0—{0}).
Length mobilizes 0 through the space that zero itself
has opened; it is the diagrammatic mark of eruption, or
the speculative power of foraying into a new territory
and discovery of new alignments and positive fields of
alienation. Now that I have stepped aside from my field
of vision in favor of the alien ovum (0) that sees and
realizes itself through me, I am able to see this space
from the field of view—the spatial schema of length—
that it has brought forth. This is the first speculative
opportunity to see Accelerator from the perspective of
its objective ova: the sarcophagi open themselves to the
space through determinate expressions of length that
take shape as bars of sand. The static or swerving grains
of sand acquire a singularized line of desertification,
turning the space into a desert of hanging dunes. The
conceptual or interpretive weight of the pile of sand
in the basement can only be articulated in terms of
length variations or the difference between the positive
expressions of the sarcophagi—the length of the bar of
sand falling into the basement minus the length of the
bar of sand falling onto the ground of the upper floor.
Moreover, the length between the sarcophagi and the
ground (manifested as bars of sand) overlaps the vertical
line of gravity and in doing so, it opens a new space
within the exhibition space—it transports the space of
Earth’s iron core, the hidden egg into the exhibition
space. Yet despite all its promising characteristics for
opening thought to new fields of the Absolute (0) and
riddling the space with new visions of egg or alien spaces,
length is only a premature field of speculation mostly
deluded by glories of flight and promised lands. It is

incapable of impartially schematizing the workings of

| | | | | | | |
0 0}=1

Figure 2
The first spatial schema of 0, the egg: the position of length

and the yardstick as the measure of the new.
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the Absolute in the space of exhibition, thought, vision
or subjectivity; it is always at risk of being lured by
mirages of novelty and new, otherness and difference,
deliverance and transgression .

Length does not fully present 0’s point of view. The
Speculative schema that length presents in space is too
volatile and not broad. Zero’s field of view fully takes
shape when the positive expression, the extensive foray
to the outside, reflects back upon zero (Fig. 3). Eternal
time’s self-reflection or absolute nature’s self-realization,
accordingly, suggests a field of vision or a field of
realization that distances from 0 only to reflect back
upon it. This reflexive tendency which is characterized
as a bending back indicates not a forced dialectical
position against length or the positive expression of
zero but the truth of zero as the eternal and absolute
field outside of which nothing exists or is necessary.
This bending back toward zero expresses not a manifest
act of opposition but the tendency of absolute time or
nature (0) in remaining in its state of expressionless fixity
for an indefinite or eternal time and thereby, ceasing its
support for the positive expression of realization (—{0})
or length (—). Accordingly, this reflexive bending back
or the obsolescence of any necessity other than zero is
denoted by “~.” The negative subtracts or draws away
any extensive expression or manifest realization. The
pair + and — (+ -) is the complete expression of zero’s or
absolute time’s contingency—the concurrent irruption
of fixity and change without any necessary foundation,
that is to say, for no reason at all. Plus and minus (+ -)
or the field of subtraction is zero’s point of view for
staring into its own absolute and contingent reality.
Whilst space begins with extension out of zero or the
concept of length (=), it becomes continuous to time by
returning to zero (the extensionless figure of time) once
again. This conclusion of length by means of bending
back to zero gives birth to the second spatial schema of
the alien ovum: Width which suggests an act of spanning
across negative and positive magnitudes or expressions
of 0 (). Width is the open and transitive field of 0; it is
the encompassing field of speculation through which all

1={0}

o

Figure 3

The second spatial schema of 0, the egg: Width and its variations
(0’s pull-back or subtraction, distancing, and width as the circular
or open embrace of the compass)

monstrosities of thought (0’s points of view) unfold.

Accelerator unpacks the second set of its speculative
schemata into its space by building on the concept of
width or subtraction through which the irrevocably
alien ovum of the exhibition can be approached and
thought. Through the schema of width all types of
weird intimacies and contaminating neighborhoods
are conceived because width is the abutment of +
and — (—e+). Width is also the encompassing shape of
subtraction which is but the cruel evocation of —in the
face of + (+2-2—-0), the cruelty of fettering any form
of realization to the unborn corpus of 0 once and for
all. Just as the vision of the Absolute without cruelty is
but a myopic pose, a speculative space not imbued with
base-cruelty is a room filled with squabble. Acceleraror
is brick by brick built upon the cruel intentions
of speculation; it unrelentingly lures the viewer to
inhumanly see from the viewpoint of an irrevocably
alien ovum which is foreclosed to conceptualization
and assembles its speculative machinery out of various
subtractive designs through which fields of visual or
audial realizations are brought into cruel bondages
with their negative counterparts: I see phone booths
meticulously severed, their butchered bodies coupled to
one another, back to back reminiscent of the Etruscan
torture in which unfortunate living captives were chained
to corpses, back to back or face to face, limb to limb in
an exact putrefying neighborhood where all boundaries
between the two blurred to zero. Subtraction forces
positive and negative sides of 0 to conjugate in eccentric
positions. I see sounds coupled to dead silences in
acoustic subtractions which beget harmonies, catatonias
and reverberations that turn the space into a scaffold
for exhibiting the decay of sound—the acoustic cruelty
of zero through the speculative schemata of volumes
and surfaces which wrap and absorb the sound. I see
subtractive juxtapositions between light (+) and its
absence (), flashes which are too cruel for the eye to
either be perceived or tolerated.

Here in Accelerator, the speculative power of
subtraction as that which affixes one upon the alien ovum
of zero can be found as much in complex intimacies and
neighborhoods of + and — as it can be found in simple
expressions of width: unlike length that is determined
by a yardstick (length as the yardstick of speculation),
width is drawn by a compass that concurrently opens
its arms from the zero of the center toward different
directions. As the encompassing embrace of speculation,
width opens the absolute and alien field of 0 into a
circular field (O), a portable field of speculation that
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is able to transform into a tunnel for passing alien
contents, or alternatively a hole in the ceiling through
which an alien reality descends into the room with
no warning or consideration. Being exposed to such
mobilizations of the alien through walls or ceilings
is no longer a victimizing experience that should be
shunned, cursed or lamented but a speculative opening
that must be embraced, built upon, and militantly
answered with speculative tactics which twist intrusive
apertures into vortices of distorted proportions and
tunnels into multiversal tubes—convolving openings
into the outside. The speculative cruelty of the alien
space or alien reality should only be countered with a
crueler feat of speculation: for every line of territorial
intrusion (length) a portable field of opening (width),
for every tunnel another opening in a fresh direction
(circumnavigation), for every multirversal opening a
convoluted universe whose vermicular appendages
and entangled coils can never be disentangled, cut or
exhausted. This is not only a formula for a non-myopic
vision but also the only true vocation of thinking,
creating and fighting back—one that also constitutes the
kernel of Accelerator, from the relationships between
its sites of exhibition to its construction in space and
schemes of speculation it designs.

The third speculative schema drawn by 0 staring
into itself is the animation of width as the asymptotic
line of 0, one whose motion is asymptotic to the fixity
of eternal time and its propagating forms asymptotic to
the formlessness of nature (Fig. 4). The inexhaustibility
of eternal time or nature means that the Absolute as
the field into which objective reality is immersed needs
a limitless series of infinite fields of realizations or
viewpoints in order to realize and reflect upon itself. If
0’s alien viewpoint is denoted by the subtractive couple
“+ —” this propagation of objective viewpoints, fields
of realization or alien manifestations can be implied as

>

“+ —+ —+—+—...” which implies a series of bending
back (or circular inflections) toward 0. The recurrent
and limitless series develops width’s field of compass

into a helical motion. Here length’s forward field of

+ + + + +

Figure 4
The third spatial schema of 0, the egg: the propagation of width’s
field of compass along the foraying power of length and its

transformation into an angular field of circumnavigation

speculation (+) and width’s subtractive neighborhood
between + and — are combined into a new schema of
speculation from the perspective of 0. This new schema
or scheme turns neighborhood into passages between +
and —, revolutionizes subtractive contamination into an
all-encompassing line of synthesis that opens doors into
the Absolute or the alien ovum of reality as it moves. This
line of synthesis conforms to no predictable movement,
it moves angular, it synthesizes width’s circular field
and length’s vectorial line into a circumvolution that
circumvents the obstacle or the enemy as it forays into
the open. The third speculative schema of the alien
ovum allows me to achieve a circumnavigational field
of view. The circumnavigational speculation always
moves at an angle with respect to the direction that is
expected, it is the full-fledged asymptotic ramification
of radical contingency (the concomitant tendency to
remain eternally expressionless and ceaselessly inciting
changes, minus and plus). The space occasioned by
circumnavigation is a complex of doors whose walls
have all been shed, volumes have been subtracted and
neighborhoods have been improvised by light: I see
doors, not one or two but many, passing onto each
other through intense coruscations and outlandish
arrangements: light-no light-light-no light + -+ —+ ...

Accelerator’s space of enlightenment is comprised
not only of spatial speculative schemata for vision,

but also feats of cruelty and models of illumination

which irradiate passageways to the open and highlight

opportunities for transitional configurations and
syntheses between neighborhoods and groupings.
Far from simply reviving dialectical syntheses, these
illuminated doors or passageways (+ — + — + — + —
...) bespeak of alternative lines of synthesis which
predominantly assume angular or unpredictable
relationships to the open and weave synthetic dimensions
which both disproportionally amplify and twist the
alien ovum of reality (0, the Absolute or eternal nature).
By loosening its semiotic and semantic configurations
along such spatial schemata, Accelerator’s speculative
space always alludes to another dimension or an alien
scope. This speculative inexhaustibility is not a token of
conceptual or metaphoric explosion or even a general
hermeneutic profundity but the marker of the reality
of speculation as an alien space of thinking, seeing or
building wherein the restraining symmetry between
meaning and the illuminating journey to the open
(enlightenment) collapses.

The fourth scheme of speculation signals the

awakening of an alien vision that is accelerated by the
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open and spreads in all directions, a speculative schema
that smoothly traverses and interpolates between all
alien dimensions or worlds opened by the Absolute
or the alien ovum (Fig. 5). The circumnavigational line
of “4—+—+-+- ...

>;

> spans and traverses all fields
of view or realization unbound by the Absolute. It
is a line of speculation whose different viewpoints or
passageways are continuous insofar as they all carry the
alien germ of the Absolute within them and nothing
else. The circumnavigational line (+ — + —+ — + — ...)
can be, therefore, described as “{0}=1,{0, {0}}=2, {0, {0},
{0, {0}}}=3, ...” Every viewpoint is a nested field of the
same alien ovum. At the base of all objects, there is only
an indivisible alien ovum (0) and vision is nothing but
impregnation by this absolute egg. Zero is the invariant
base through which all new horizons and particularities
become continuous to one another. The ultimate scheme
of speculation is to reveal how all discrete or isolated
worlds and expressions vanish and how the continuum
is born. Continuum is the fourth speculative schema
drawn by turning the personal or subjective field of
view into the object’s field of self-reflection.

Zero, the egg, is the ovate and smooth body of
the continuum. Within the continuum, continuous
functions and accordingly, topological transformations
between all schemata of space take shape. Space becomes
interconnected and formations can be continuously
deformed to one another. At last things can be seen
differently and the performance can be seen in its
entirety: Pharaoh’s ancient nose is stretched to that
of Pinocchio’s, then the Pinocchio nose becomes an
orthogonal bar, bar of a cage, next the bar is bent into a
ring and in the process gives birth to a hole, the ring grows
on both sides, making a tube and a tunnel, the portable
hole lands on the closest available plane, possibly a wall
or a ceiling, then it runs a tunnel between compartments
of space that worms in and out, twisting the geometric

space into its shape-shifting alien topological double.

Topologically speaking, 0’s performance spans across all
genres without abiding by any aesthetic prejudice. Here
the space is the very performance of an alien ovum that
is withdrawn from the ocular vision.

Accelerator is a thought experiment that constructs
a space of speculation (rather than interpretation) for
the performance of its alien ovum that is neither a
manifest image nor an elusive metaphor or concept.
It replaces “its space of exhibition” with a speculative
performance space through which an alien ovum
realizes itself, first by entering a new territory (length/
position), second through an encompassing openness
(width/subtraction), third by an always-fresh mode
of openness (angular motion of width/alternating
passageways) and fourth by smoothly passing through
everything that has been constructed thus far so as to
interpolate the open (continuum) (Table 1). Far from
being simply a spatial exercise, Accelerator is a model
of speculation and openness for fresh air. It is a spatial
model that can be topologically transformed to the
cerebral space of thinking, the space of streets, society,
politics, and extra-territorial dimensions. The space I
am currently in is no longer outside of Accelerator,
as its space is not outside of mine either. These two
spaces are topologically presupposed and intervoluted
within one another. The prison of myopic subjectivity
and the open are topologically equivalent: the bars of
prison can be bent, stretched and turned into holes
and tunnels through which the alien outside expands
in the cell and twists its space. But to find such
topological equivalences and transformations between
the enclosure of subjectivity and the open, I must first
realize that it is 0, the alien ovum, that thinks through
me... and that I, my visions and thoughts are by no
means necessary... that we are merely contingent and
transitory expressions of 0, the egg, that performs for

itself with cruelty and freedom.

Figure 5

The fourth spatial schemata of zero, the egg: The open and smooth
body of the continuum at the base of all speculative schema,

breaks, neighborhoods, transitions, etc.
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Schemata of Speculation

(Alien Ovum’s fields of self-realization / self-reflection)

Length

Width

Propagation of Width along
Length (or angular interweaving of

width and length)

Continuum

- Venturing into a hitherto unrealized
field

- Position of the new

(Being opento ...)

- Acquiring a side-to-side or
encompassing field of speculation

- Embracing the self-reflective field of 0
or the Absolute

- Capable of expressing contingency
(subtraction of the new/possible in
the name of the eternal)

- Versatile swinging between
concentration and centrifugation

- Planting the germ of all
contaminations, neighborhoods and
alien encounters

- Embracing the base-cruelty of

speculation

(Opening)

- Circumnavigational thinking / vision

- Moving through alternative
passageways (not only alternative
thinking but also the thought of real
alternatives)

- Putting the contingency of nature/
alien ovum into motion (+—+ —...)

- Circumventing obstacles with angular
transitives

- A field of vision or thought capable
of approaching the Absolute or the
Alien Ovum in unexpected ways
(mobilization of contingency)

- Generating forms that always
intimate alien dimensions

- Transit and transport become one
(teleportation of the subject to an

alien field becomes possible)

(Openness as the free expression of

alternative openings)

Table 1
Schemata of speculation brought about by the self-reflection of the alien ovum

of reality and their corresponding speculative schemes for thinking and seeing

according to the alien ovum

- The all-encompassing base of
speculation

- Enabling unbound visions or
thoughts of the open

- Revealing untrodden paths opened
by all types of association, continuity,
contiguity and complicity

- Creating magnitudes of speculation
that cover disparate and discrete
images, thoughts or sites of analysis

- Preserving the identity of the
Absolute or the Alien Ovum between
different categories, fields of vision
and realization

- Building becomes a matter of
partaking in global plasticity

- Detying all genres or categories
without transgressing them

- Topological transformations and
equivalences between enclosures and

the open become available

(The Open)
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We had a craze for black patent shoes, boat-shaped
with a cropped prow, and we always thought that life
was a river along which we proceed, time bidden, like a
ship up or downstream. Doubtless, it was our head that
put our legs in motion, we’d never thought of it as the
helm, though. We believed we were carried by our black
patent shoes, equipped not only with a mechanism of
their own, a brain of sorts, but with simply a—spark.
Their color was truly jet black, shiny like a mirror, with
the whole city turned upside down inside, but the silver
buckle, which we always wanted inlaid with just one
diamond—a big one, never cared for those studded with
many tiny splinters—zhat was the brain of these shoes,
and the real cause, we know full well now, of this whole
craze in the first place.

Obviously, a ship without a helm is of no real use,
and this bedecked buckle: it steered us. It is no secret
how we’d moved about before purchasing our first pair
of patent leather shoes: dragging along a filthy rubber
pad, our heels dry and cracked any time of year, our
eyes feeling their way along concrete sidewalks. And
then we bought them, so down there was the buckle
with its diamond, shining day and night brighter than
any flashlight. Thus we proceeded henceforth, even
though the buckle was always too tight on top of the
arch of our foot, pressing directly on the bone, itself
boat-like to begin with, and named accordingly: the
navicular bone.

We got moving. A boat inside a boat. A little boat
inside our foot, up its upper arch, and one quite similar
only larger, lodged in the foot of our horse, bearing the
same name: the navicular. This we discovered when
we purchased our first horse; jet-black, shiny, bearing
a white star on its forehead. We bought a saddle and
spurs too. The horse dealer told us: this is the navicular
bone, the hooves are thus and so, the teeth... and thence
we galloped straight into the desert, with the diamond
and the star.

The wilderness, as everyone knows, is studded
with yellow signposts alternately marking off limit
zones and minefields. Our horse bloated beyond
recognition, like a general long out of commission,
whereas our cadaver was carefully removed from one
of the fields. For years, the best technicians spared no
labor to restore us, and the first thing we did upon
leaving the hospital, walking tall and easy, although
lacking both hands and legs, was to purchase anew
those black patent leather shoes, boat-like and cropped
at the prow. For we’d really always thought—and we
still had our head—that life was a river, along which we

proceeded, time bidden, like a ship up or downstream.

Tamar Getter

Evidently, what moved our feet was our head, even
if they were now made of platinum and sundry oil
by-products—today even the Olympic committee
has recognized this—but we never thought of it as
a helm, though. We believed we were carried along
by our black patent shoes, equipped not only with
a mechanism of their own, a brain of sorts, but with
simply a—spark. Their color was truly jet black,
shiny like a mirror, with the whole city turned upside
down inside, but the silver buckle without that one
big diamond to adorn it, wasn’t worth our while—the
ones studded with many tiny splinters we couldn’nt
stand, had too many splinters anyhow—it was the
brain of those shoes and the cause, as is even clearer
to us now that we have become a bunch of chips, of
this whole craze in the first place. Obviously, a ship
without a helm is of no real use, and this bedecked
buckle—it steered us. It’s no secret how we’d moved
about before purchasing our first pair of patent leather
shoes, which was ages before we acquired the horse
as well as the rest of our accessories; dragging along a
filthy rubber pad, our heels dry and cracked any time
of year, our eyes feeling their way along the concrete
sidewalks. And then we bought them, so down there
was the buckle with its diamond, shining day and night
brighter than any flashlight. Say we were addicted to
a trifling folly, but thus we proceeded henceforth,
even though the buckle was always too tight on the
top of the arch of our foot, pressing directly on the
bone, itself boat-like—or maybe like a small ship, a
frigate, even—to begin with, and named accordingly:
the navicular bone, now become a phantom, whose
pain tears at us worse than ever, the one we lost in the
desert along with our horse’s bigger, corresponding
bone. Six ships we have lost, in fact, the entire fleet,

you might say with hardly an exaggeration.

Both in the hospital and outside it, hundreds, even
thousands of civilians wallowed in their beds, and in
time bloated beyond recognition, whether having lost
their way in the fields, like us, on a Saturday outing,
or having just been abandoned there for more than
the reasonable amount of time, on account of wars
that had not even gone out of commission, whereas
our cadaver, maintained by the best technicians, today
moves lightly, miraculously, with however little life left
in it, consisting mainly of sundry oil by-products and
platinum. Although aware now of a folly beyond repair,
we imagine that this thing—this miracle—came about
because of our craze for black patent leather shoes boat-

shaped with a cropped prow.

The Prow

In these circumstances a decision was made to award us
arecord, a brooch and a medal. We received them most
solemnly. The entire stage erected for the ceremony, table
included, was bedecked with green yacht canvas, and
decorated with garlands of cypress and laurel branches.
It seemed they wished to make it pass for alawn. Desert
countries give rise to a wide variety of complacencies.
We sneaked a glance at our footwear gleaming in the
evergreen—the new pair had a giant diamond—and
our heart swelled in complete delight, knowing as we
did that our bent heads were being perceived by the
public as yet another proof of our humility and survival
skills, concerning which the microphones rattled on
wondrously knotty complex sentences. After all, that
was what we were being decorated for.

The time of ceremonies is the oddest of all. It is
seemingly never-ending while they last, but once over
they are overlayed by life’s misadventures and appear
to have never taken place. In any event, we were now
standing on the green stage holding the record, knowing
full well what one looks like: flat, large, jet-black, with
a hole in the middle. Our mechanical fingers clicked as
they latched on to it. The sound could be heard even
through the cardboard casing. Such powerful amplifiers
were set up on the stage! They pinned the little gold
brooch, a horse’s head inlaid with a tiny diamond, on our
lapel, and when they attached the medal, even pricking
us—to our delight, for around the heart we could feel
as ever before—they asked us how it felt. We bent our
white head to the mike and spoke humorously: You
all know that a record is a nostalgic object, everything
nowadays operates on cd rom and microchips, yet what
really matters is what comes from the heart.

A speech, a speech, everyone yelled, a speech, a
speech. So we took the paper out of our pocket.

Twenty-six bones, we said, a full quarter of all
the bones in of one’s body, make up the foot, thirty
three joints and over a hundred muscles, tendons
and connective tissues, besides ligaments and sinuses,
binding all together into a uniquely flexible structure
of convex arcs designed to absorb any shock, not to
mention a complex system of blood vessels, nerves, and
various skin textures. All these, we said, make our craze
for shoes in general the sanest of all our vagaries. That’s
all, we said, and in humans, we quoted, the prehensile
ability of the foot had been sadly neglected.
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