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Roland Mbessa b = b
Une brève analyse

The painting and the act of pain-
ting are both parts of my research. It pro-
duces an effect which resonates in me 
and makes me question myself about the 
direct correlation it has to me.

Painting is a language in which 
I can express something, an idea, a 
thought, where I can communicate first 
of all with myself and then with others. 
This language was first born when I used 
to draw on the sand with a stick back in 
Cameroon because I didn’t have a paper 
to use endlessly nor charcoal nor pen-
cils. And drawing something that I saw 
or imagined made it easier for me to be 
understood by people and also to ex-
press myself. By drawing, it was an act of 
not forgetting the object of desire. The-
refore the sand took another dimension, 
it represented an endless ocean of pos-
sibilities.

Painting is a medium that defines 
and represents me. It is a language that I 
understand thus my creations first speak 
to me. Some also interrogate me.

My 500 FCFA banknote painting 
engages with the financial neo-colonia-
lism of Cameroon as it plays out through 
French control of the regions currency 
– the (CFA / Central and West African 
Franc). It evokes Cameroon’s history of 
(so-called) decolonization with particu-
lar attention on the devaluation of the 
CFA as pegged to the French Franc, and 
subsequently with the Euro. 

It also evokes the problems that 
I encounter like the absence of family 
bonds — parents and children being se-
parated; of education, of economy…

That banknote incarnates a symbol 
of happiness, of hatred, of sadness and 
even madness. The bill represents many 
things, weighs a lot of emotions. 

During the construction of my pain-
ting, I had the real object in next to me. 
The more I was holding it and drawing 
it on the canvas, the more thoughts and 

questions where coming into my mind.
People would ask me why this 500 

FCFA banknote and not another one?! 
Well to understand why this one and not 
any others we have to go back to the time 
when I used to live in Yaoundé. It used to 
be a 1000 FCFA bill that I split in two: I 
gave half of it to my cousin and kept the 
rest. My cousin was like a brother to me. 
We were raised by our aunt because she 
didn’t have children. She chose to take 
us with her, almost every weekend, and 
from that moment, she became our mo-
ther and him, my brother. 

It was in 2008 between spring and 
summer, I was coming back from sport 
and my mother and one of my big bro-
thers were on the phone with that cou-
sin. He announced to us that he got se-
lected to play as a representative for the 
national football team. He was a talented 
goalkeeper. I referred to him as Toldo due 
to his admiration for Francesco Toldo, a 
representative goalkeeper for Italy na-
tional football team. He was so excited 
that as a joke I told him to not forget that 
he owes me money, that he owes me 500 
FCFA. We laughed. He said to me that he 
hasn’t forgotten yet. The next day, retur-
ning from school, full of excitement, I see 
my mother crying. Obviously I asked her 
why she is crying and she tells me that 
Kodo is dead. I obviously asked her if it’s 
my uncle who is dead because he shares 
the same name as my cousin even though 
they were not father and son. My mother 
answer pierced my chest. An indescri-
bable pain appeared from nowhere and 
I was suffocating. I just lost my cousin 
with whom I was on the phone yesterday.

Since then, this bill links me to my 
dead brother that I lost and represent our 
relationship. 

Those untold powerful stories 
were the beginning behind the meaning 
of my painting.

After starting to paint the CFA 

banknote, I threw the real object. I nee-
ded to throw it. It was always reminding 
me of the sacrifices and the people that 
I lost. Throwing the real money doesn’t 
mean forgetting or running away from 
the powerful aura it produces in me 
however it is more about moving on, ta-
king some distance and asking myself if 
that is all it has to offer to me? If that is 
all it represents for me, for us?!

The colonial relation of the CFA is 
a way to navigate from personal history 
to a generalization of the problem such 
like the colonial history, the currency, 
the domination of the currency and the 
killings.

It’s been decades that the Franc 
CFA was invented. It is been almost six 
decades that countries in Africa gained 
their independence. However, fifteen of 
those countries are still under the in-
fluence of colonial currency. Whenever 
those countries try to get out of the sys-
tem, « la France fait tout pour décourager 
les Etats qui cherchent à s’extraire de ce 
système. Intimidations, opérations de 
déstabilisation et même assassinats et 
coups d’Etat jalonnent cette période rap-
pelant que les relations entre la France 
et ses « partenaires » africains reposent 
sur un rapport de forces permanent et 
inégal. » say Fanny Pigeaud and Ndongo 
Samba Sylla in their book titled L’arme 
invisible de la Françafrique, une histoire 
du franc CFA.
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Roland was born in Yaoundé, in Cameroon. 
He later came along with his siblings here 
in Geneva to be reunited with their mother. 
He did his bachelor degree by studying arts 
at HEAD and specializing in painting and 
photography. The result of those studies 
is to develop his own language and answer 
to those question that he is asking himself 
about his identity and the absence of 
identity through a medium that he started 
to practice on the sand back to Cameroon. 
With the need to push that practice even 
further he then decided to attend the 
Master Program in Critical Curatorial 
Cybernetic Research to find some answers. 
Roland’s research engages with the 
financial neo-colonialism of Cameroon.
Therefore he finds some researchers like 
Achille Mbembe, Frantz Fanon, Nicolas 
Agbohou, Roland Bathers and many others 
that not only bring him answers but also 
keep interrogate him about those specific 
answers.
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Rosaleen Norton’s Cosmology 
as Occult Interface

“The notorious, Pan-worshipping 
Witch of Kings Cross… a person known 
to the police through two prosecutions 
for obscenity.”

Sydney Morning Herald1

“I am she who is girt with the sword
I am Luperca, priest of Pan
Immortal Pan
I am thy priest, I am thy priest
I am thy priestess with Power.”

Rosaleen Norton2

 New Zealand-born witch, writer 
and artist, Rosaleen Norton (1917-1979) 
was a queer, anti-totalitarian3  ritual 
magician. Based in Sydney, she was an 

ardent occult philosopher, widely read 
in Western esotericism4.  Norton’s art 
was a complementary pursuit to her 
magical practice. Critical of Australian 
middle-class values and contemporary 
Christianity5,  she was bisexual, claimed 
neopagan6  beliefs, and viewed hetero-
dox spirituality as her public duty. The 
national climate of mid-twentieth cen-
tury Australia was socially conserva-
tive. Former Australian Prime Minister, 
Robert Menzies (1894-1978), promoted 
patriarchal, nuclear family values. Until 
the period after WWII7,  eighty percent 
of Australia’s population was Anglican, 
Presbyterian, Methodist or Roman Ca-
tholic8.  In this climate, Norton began her 
career in 1940s Sydney, painting trans-
gender deities, phalluses morphing into 
snakes, (symbolic) zoophilia and other 
“obscenities.”  

 Branded demonic, she suffered 
hostility from the press and offi cialdom.9 
Often jobless and squatting squalid 
houses,10  Norton’s impoverished li-
festyle, shameless witchcraft confes-
sions and confronting art disrupted 
white, middle-class social norms. She 
was an active creator11 of chaos—a 
chaos that the Australian government 
still relies on to replicate its conserva-
tive system. As such, she was equated 
with moral evil. To this day, Norton 
stands as Australia’s “most prosecuted 
female (sic12) artist.” She is the only 
artist in Australian history charged for 
obscenity over an artist book. Further, 
she is the only Australian artist to have 
had paintings burned—set ablaze—by 
judicial sanction.13 

 The state attacked Norton as 
she refused to embody the normative 
template of white Australian identity. 
She was what Denise Ferreira da Silva 
terms an “unacceptable woman.” She 
unveiled the limits of what makes a pro-
per subject, destabilizing feminine iden-

tity against “the modern grammar of the 
patriarch.”14  Norton’s signifi cance and 
reach, however, expand beyond secular 
identity politics, socio-historical power 
relations, and a singular subjectivity. 
Confi ning Norton to socio-political mat-
ters is dangerous—I must not strip her 
of the magical forces which animated 
her. Focusing on her cosmology, I consi-
der Norton in the context of networked, 
Western esoteric discourse, as a spiri-
tual subject beyond the individual, and 
indeed, the human.

 Norton displayed an animistic 
and polytheistic mode of being through 
highly publicized interview-perfor-
mances. In a 1955 newspaper article, 
she allows journalist, D.L. Thompson 
into her home, which doubles as a ri-
tual space—her “studio temple.” She 
emerges in a witch’s apron and cat ritual 
mask, amidst altars and smoky incense. 
She asks to be addressed as “the Cat.” 
Coven members surround her wearing 
toad and rat masks. Topless, in ritual 
nudity, she contorts her body into ani-
malistic, ceremonial postures to answer 
Thompson’s questions.15

 Norton did not perform rituals 
for non-initiates. Rather, she gave inter-
views as performances, creating com-
pelling atmospheres. Henrik Bogdan ar-
gues that “the currents of historical and 
contemporary Western esotericism are 
irreducible to their textual productions 
alone.”16  If we want to learn how occult 
belief is experienced, we must search 
beyond books to ritual and performance 
spaces. Edmund B. Lingan describes 
such spaces as sites of “alternative spi-
ritual performance,” produced by neopa-
gans and occult revivalists from the late 
nineteenth-century to the present.17  In 
her studio temple—a space producing 
Australian occidental witchcraft—Nor-
ton’s performances were, I argue, an 
interface, a learning tool for promoting 

Norton, Rosaleen. The Piper. c. 
1955. Black-and-white photograph. 

Walter Glover Archive. Here, Norton 
assumes a ceremonial position as the 

god-form, Pan, whose pipes are a 
symbol of magic and mystery.

Chloe Sugden
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understanding of her cosmology.
 Witnessing Norton’s perfor-

mances, journalists became acquainted 
with key deities and beliefs in her magi-
cal system. The animal masks are indica-
tive of animistic beliefs; she perceived 
non-human entities as possessing 
consciousnesses and souls. Thompson 
sits beneath a “man-sized” mural of 
Pan, the horned god, learning incense 
has been burned to Hecate, “goddess of 
transitions,” while Norton educates him 
on her magical group’s system.18

 In addition to performance, she 
described her cosmology—an arsenal 
of occult knowledge—to a wider, unini-
tiated audience through art. In one illus-
tration, she depicts herself in the act of 
drawing, guided by Janicot, “the guar-
dian of all portals leading to magical 
awareness.”19  Across time, Pan, “whose 
body is the earth,” presides over them. 
Similar to the Gnostic archons,20 her 
celestial creatures operate across many 
dimensions of reality.21

These occult knowledges which 
Norton illustrates should not stand as 
“the Other to science and rationality;” 
instances of logical incompetence, out-
side discourse. Occult knowledges can 
be collective, revitalizing ways of seeing, 
feeling, thinking, and doing, grounded 
in different priorities—such as meta-
physical, over physical.22 As Norton’s 
cosmology extends beyond the indivi-
dual, I refuse to confi ne her to the mo-
dern category of “genius visionary;” the 
dominant practice of assumption that 
treats the subject as one homogeneous 
form. I examine her artworks, texts and 
performances as maps of a cosmos; an 
inventory of cosmological diagrams. I 
use the cosmogram model, as articu-
lated by John Tresch.23 Cosmograms 
are diagrams representing cosmologies, 
which can make material conceptions 
of the divine. They can map relations 

between “different domains or ontolo-
gical levels.”24  Norton’s works and per-
formances are not magic, but maps of 
magic. Viewing Norton’s oeuvre as cos-
mogrammic, I work with illustrations of 
her magical system, transmitted through 
vast time and space, across human and 
non-human, earthly and non-earthly 
kinships. Norton can be perceived as a 
queer threshold, or interface—an oc-
culted, networked body, uniting thou-
sands of occidental witches25 —across 
which cosmological knowledge and be-
lief continues to travel. 

Norton, Rosaleen. Date 
and title unknown. 

Walter Glover Archive. 
Often, Norton did not 
date or archive the 
titles of her works. 

This work depicts 
Norton with Janicot, 

as Pan looks on.
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generally overlook Australia, though 
the practice has thrived there since 
the 1950s. See Pizza, Murphy, and 
James R. Lewis, eds. Handbook of 
Contemporary Paganism, (Leiden and 
Boston: Brill, 2009).

7 
During the 1960s, there was an 
increased intake of migrants to 
Australia from many European and 
Asian countries. In turn, Australia 
slowly grew into a more multicultural 
society, with a wider range of 
religious faiths. See Drury, Nevill, 
Pan’s Daughter: The Magical World of 
Rosaleen Norton, 2nd ed. (Oxford: 
Mandrake of Oxford, 2017), 12.

8
Ibid.
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Ibid, 129.

10 
Norton often occupied “squalid,” 
“dimly lit” houses with a mixture of 
“vagrants and bohemians.” See ibid, 
108, 172.
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Writing on different forms of 
historical social segregation, 
Uspenskij et al note, the “active 
creation” of chaos, which the dominant 
model needs “for the replication 
of its own system.” See Uspenskij, 
B.A., V.V. Ivanov, V.N. Toporov, A.M. 
Pjatigorskij, and M. Ju, “Thesis on 
the Semiotic Study of Cultures (As 
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binary conceptions of gender in my use 
of the term “woman.” Norton, herself, 
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in her autobiographical poem, Full 
Circle, Norton writes: “For me. I saw 
my other selves, bewildered touched 
with fear / Male and female; neither; 
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Me, carven in a thousand faces.” See 
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debates regarding theory, methodology, 
definition and demarcation of 
“esotericism.” See Hanegraaff,  
Wouter J. Dictionary of Gnosis and 
Western Esotericism, (Leide: Brill, 
2006), xi.
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Looking Glass: The Magick of Aliester 
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(Oxford University Press, 2012), 308.
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journal. See Drury, 162.
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University Press, 2012), 191.
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new possibilities into a world which 
seemed fixed.”  See Tresch, John, 
and Jean-Christophe Royoux, eds. 
“Cosmogram”, in Cosmograms, 67–76, 
(Berlin: Sternberg Press, 2005).

24 
Ibid. One can refer to diagrams of 
the tree of life, present in several 
mystical traditions, as fine examples 
of cosmograms. For Norton’s cosmograms 
of ‘The Trees of Life and Eternity,’ 
see Norton, Thorn in the Flesh, 153-
57.

25 
Norton may have perceived herself as 
the head of all the witchcraft covens 
in Australia, as suggested by Dave 
Barnes in a 1967 newspaper article, 
“Confessions of a Witch.” In this 
context, she claimed she had thousands 
of followers. In 1972, she claimed 
that she had “at least 200 followers 
in Sydney and hundreds more throughout 
the country.” See Drury, 175-176.
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Felix Toro Learning to Listen

	 Almost any critique of moder-
nity and/or of the enlightenment finds an 
echo in critiques of the institution of the 
museum. From the encyclopedic rationa-
lization of culture to the hierarchization 
of different people’s productions; from 
nationalistic roots and universalizing in-
tentions to mythologies of male genius; 
from elitisms to thefts and silencings. 
In the past twenty years, a myriad of 
institutional, feminist and post-colonial 
critiques exposed the museum as ex-
cessively production-focused, as invisi-
bilizing, and as geographically and poli-
tically specific and biased. In short, this 
conglomerate of critiques has framed 
the museum as the reifing institution 
par excellence of the capitalist/colonia-
list order. However, the translation of 
these critiques into action has produced 
shortcomings that now, in turn, also 
need to be criticized.

	 My first job in an art institution 
was in São Paulo, in 2010. The São Paulo 
Biennial was putting an unprecedented 
amount of effort into its education pro-
gram, which set it apart and (seemingly) 
ahead of other art institutions in Brazil at 
the time. As I worked in different places 
and participated in various events and 
projects throughout the following de-
cade, a trend became clear to me: Educa-
tion had become one of the key elements 
that differentiated so-called ‘contempo-
rary practices’ from the ‘old’ museum. 
This seemed to me as a promising shift, 
especially since I was coming from a 
background of militancy in popular edu-
cation and had experienced first hand 
the deeply transformational potential of 
emancipatory education1.

	 However, the longer I worked 
with education in art institutions, the 
more I ran into one or more of the fol-
lowing situations: 1. The education de-

partment being expected to function as 
a mini-NGO within the institution, pro-
viding the larger structure with the pic-
tures and numbers necessary to prove 
the “social impact” of its activities in 
order to justify its fundings; 2. As the 
only part of the institution to have direct 
contact with the public and to listen to 
what visitors had to say, the education 
department would often bring sugges-
tions and criticisms that the structure of 
the institution could not accommodate; 
3. The education department being ex-
pected to fulfill a decorative function, 
behaving like a mere extension of the cu-
ratorial nucleus and using the themes of 
an exhibition to reinforce its narratives 
via other mediums, such as workshops, 
rather than using the exhibition as a plat-
form for critical thinking and dialogue.

	 The aforementioned issues will 
always exist as long as “education” is a 
separate department within the art insti-
tution and not a core element of its struc-
ture. But, even within education depart-
ments, there is a fundamental problem 
around the meaning of the concept. Given 
that the array of critiques to the museum 
has brought its modes of invisibilization 
to the foreground, there is a push for 
museums to show other narratives and 
change who gets to say them. The pro-
blem here, from a Freirian perspective, 
is that the basic function of the museum 
as the place that speaks (the place that 
knows, that informs, that exhibits – in op-
position to the public who doesn’t know 
and who ought to know) isn’t challenged. 
And, if what the institution does is a uni-
lateral discourse – regardless of what it 
is saying or who is saying it –, then it is 
functioning closer to what Paulo Freire 
called “banking education” than to an 
emancipatory2 one. In order to effectively 
become an educational space, the mu-
seum needs to learn to listen.

	 At the end of 2013, I moved to 
the Northeast of Brazil and began wor-
king at the Museum of Modern Art of 
Bahia. There, I found a museum that – 
although still reproducing many of the 
problems of traditional art institutions – 
was trying to bring education to the core 
of its structure. It soon became clear to 
me that it wasn’t creating a new strategy, 
but rather reclaiming a function: a dis-
pute in the field of education and culture 
had taken place in Brazil through the 
1960s over what place the country as a 
whole was to occupy in modernity. It was 
in this context that Lina Bo Bardi foun-
ded the MAM-BA (which she referred 
to it as a museum-school). It was preci-
sely because this museum was created 
in the “periphery of capitalism”3, that it 
was able to claim a different function for 
the institution. And reclaiming its trajec-
tory now is a way to shine a light on the 
continuities of the old reifing structures 
at the center of modernity, which persist 
(sometimes cloaked) in art institutions 
today, even (and perhaps especially) in 
institutions that claim to criticize it.
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Laila Torres Mendieta

El mundo global está enteramente 
iluminado. Nuestras conciencias están 
deslumbradas. No hay nada que no vea-
mos (…) Encarnar la crítica significa plan-
tearse hoy cómo subvertir la propia vida 
de manera que el mundo ya no pueda ser el 
mismo.1  /  The globalized world is com-
pletely illuminated. Our consciousness 
is blinded. There is nothing that we can’t 
see. To be able to embody critique, we 
must think how to subvert our life in such 
a way this world can never be the same.

	 This research represents a fis-
sure in time. Is an effort to grasp and 
condense a 5-year old query that began 
as a political stance against gender, 
institutional, cultural normativism and 
class-power relations borrowed from the 
Mexican residues were it germinated. It 
takes Mexico-as one of the many time 
machines where these economic, so-
ciopolitical and commonly inhuman 
oriented issues catch up and confront 
with the incommensurable intensities 
and velocities from other geographies 
and systems of belief.

	 The philosophical, diagram-
matic, sonic, graphic and performative 
continuous embodiments of the process, 
mean to reveal a hidden (non-utilitarian) 
massive form of expenditure and labor. 
However, while the preoccupations of 
this research are deeply concerned with 
a necessity to encompass a space to 
voice out non-western narratives, sen-
sitive to feminist intersectionality, this 
aspect must be taken only as means to 
enable counterfactual universes.

	 For is via the transvaluation and 
understanding of theories and fictions 
that take as much into account the voi-
cing of undermined narratives as much 
as the dominant ones where they were 
rooted. That this project, aims to become 

a disclosure of a hybrid expression of the 
world. In which the concept of self will be 
continuously contested and decoded as 
a reflection of conscious plasticity/arti-
ficiality, and thus integrated into a broa-
der discourse around the chronopolitics 
of becoming.

	 As a methodology, I adopt 
Teshome’s updated take on third cine-
ma and Pavle Levi’s cinematic praxis 
by other means. In a constant process 
of morphing and intertwining tools. Art 
is reflected upon as a technological ap-
paratus in the act of assemblage. What 
is left behind is always an interception 
of material leftovers (segments/frag-
ments) of time folding in a pure dynamic 
state.

	 Horror plays an essential role 
in this ambition, insofar as it presents 
a paradox of discontinuity, dimen-
sions and time. The time we’re living in 
and the fractal futurities we shape via 
science-fiction. The failures we embrace 
and the utopias we re-produce. Through 
horror, otherness bears witness of the 
uncanny and the abysms that lay within.

Keywords: fractal_time/de-coding/
morph_ing>ed/variation-continuum/fis-
sure-hybrid

TO DESTROY A WORLD
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Sanja Vasic (NO) SIGNAL FOUND
The Escape Out of the TURBO 
Trap

This research’s main focus is set 
on mapping the tendencies and multiple 
aspects of contemporary popular music 
of former Yugoslavia through various 
tools of articulation (poetry, visual sto-
rytelling, diagramming) in order to re-
fl ect on defi ning and questioning youth 
culture representations and positioning 
of generations born in the contexts of 
Serbia during 90’s.

 The project departed from 
personal refl ections on positioning and 
rethinking rupture not only as a political 
process of violent dissolution and tran-
sition, but also as a moment that creates 
voids and haunting states of inbetwee-
ness in social and micro-trajectories 
and refl ections on complex identities 
that seek to be defi ned and situated in 
contemporary post-war contexts and in 
relation to wider geopolitical constella-
tions.

 The precondition for the deve-
lopment of the project is grounded on 
analyzing and describing the genealo-
gy of the most popular musical form of 
contemporary Serbia, and one the most 
popular music genres in the regions to-
day – Turbo-folk.

 Turbo-folk music emerged as a 
form of hybridization of local folk music 
together with Western infl uences on the 
territory of Serbia during 90’s, especial-
ly in the socio-political and economic 
contexts of the war.

 With its high media visibility 
occurring mostly through state and pri-
vately owned television channels (em-
blematic is the TV Pink), its lure of ba-
nal and kitschy aesthetic saturated with 
vivid colors and shinning effects and 
glitters, its celebration of hedonism, 
consumerism, materialism and sexual in-

nuendo, turbo-folk culture was grounded 
on generating a rosy escapist picture of 
reality, and played an important role of 
straightening the ideological imagery of 

the power of nationalist ruling regime in 
Serbia, symbolically fi lling the voids that 
occurred during the moments of dissolu-
tion of the shared socialist culture.
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>>>  

	 In my project, I am following the 
concept that turbo-folk had in the past as 
a propagandist

<S O N I C E N G I N E>

but also tracking and mapping its 
ambivalent complexion and positioning 

based on the power of this popular 
music to generate affects and kinships 
between people who grew up being ex-
tremely exposed to its sonic and visual 

vocabularies and identity.

	 By tracking the post-war narra-
tive and transformation of the so-called 
TURBO2 Culture and new forms of mu-
tations of musical forms that operate on 
both national and transnational scale 
through collaborations in the contem-
porary space of former Yugoslavia3, the 
concept of sonic engine allows me to 
draw existing links and expose kinships 
represented through sonic and visual vo-
cabularies of the music under global and 
ever-shifting capitalist transformations.

	 Therefore, the final aim of 
the project is to complicate the binary 

approach and ambivalent positioning 
towards the space of TURBO culture 
today, and to question how it exposes 
voices that try to escape the ghosts and 
mythologies of the past, in need for pro-
ducing new vocabularies for defining 
and relating towards the present and the 
future.	

Diagram from Research Notes 
February 2019



40

— Bohlman V. Philip and Nada Petkovic. Balkan Epic – Song, History, Modernity. Lanham: Scarecrow 

Press, Inc. 2012 (Chapter III: The Balkan Beat and Balkan Borders: Serbian Turbo-Epics: Genres, 

Intertextuality, and the Play of Ironies by Marko Zivanovic, p.277-292).

— Boym, Svetlana. The Future of Nostalgia. New York: Basic Books, 2001.

— Domanovic, Aleksandra. Turbo Sculpture. 2010-2013, https://vimeo.com/95907707.

— Kronja, Ivana. «Turbo-Folk and Dance Music in 1990s Serbia: Media, Ideology and the Production of 

Spectacle». The Anthropology of East Europe, Volume 22, Number 1, Spring 2014.

— Mazierska, Ewa and Georgina Gregory. Relocating Popular Music. Hampshire: Palgrave Macmillan, 

2015.

— Popovic, Jovana and Astrea Pejovic. “The Potential of Popular Culture for the Creation of Left 

Populism in Serbia: The Case of the Hip-Hop Collective “The Bombs of the Nineties.” In Contemporary 

Southeastern Europe Journal  3 (2016): 107-126. 

— Popovic, Jovana and Astrea Pejovic. «Revival Without Nostalgia: The „Dizel“ Movement, Serbian 

1990’s Cultural Trauma and Globalized Youth Cultures», in “Part I Reconsidering  Generational Change” 

in Eastern European Youth Cultures in a Global Context, edited by Matthias Schwartz and Heike Winkel, p. 

81-94. Hampshire: Palgrave Macmillan, 2016. 

— Reynolds, Simon. Retromania: Pop Culture’s Addiction to Its Own Past. London: Faber and Faber, 2011.

— Tomic, Milica. Who’s Singing Over There? / On Violence. A Presentation via Skype by Milica Tomic, 2013, 

http://eva.ie/alf-dublin-milica-tomic, (date first time accessed 10.12.2017).

— Cvoro, Uroš. Turbo-folk Music and Cultural Representation of National Identity in Former Yugoslavia. 

New York: Routledge, 2016.

— Todorova, Maria. Imagining the Balkans. New York: Oxford University Press, 2009. 

Sanja Vasic (b. 1993, Belgrade, Serbia) 
is a visual artist and writer. She holds BA 
and MA of Textile Arts from the University 
of Arts in Belgrade. She is occasionally 
writing for multiple Balkan-based 
magazines about local contemporary arts 
and culture. She has a previous practice 
of photojournalism and visual arts, and a 
special interest for poetry writing.
She has always had a tendency to be in the 
right place at the wrong time (or was it the 
other way around?).
 Music holds a very important place in her 
life and work as a source of inspiration and 
an act of everyday survival. 
Her favorite color is blue like the water.

1  
Rambo Amadeus, “Turbo Folk” from album 
Oprem Dobro (Belgrade: Mascom Records, 
2005).

2
“With all its exaggerations, inordinateness, 
and random amalgamations of both local and 
global ornamentation, “Turbo” eventually 
became a prefix for social and media 
phenomena in the war time and postwar 
period. As a result, terms such as 
Turbo-politics, Turbo-TV, Turbo-
architecture, Turbo-urbanism came into 
currency. 

3
“After October 2000, following the 
change of regime in Serbia, turbo 
culture entered its own transition 
phase. While war time turbo culture 
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nationalist xenophobia while retailing 
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Domanović “TURBO Sculpture”, 2011.

4 
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Cvoro, Turbo-folk Music and Cultural 
Representation of National Identity 
in Former Yugoslavia (New York: 
Routledge, 2016), 4. 
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Fatima Wegmann Trans~missions

Eighteen years ago, with my family, 
we had the opportunity–which many 
don’t have–to leave and relocate oursel-
ves to another country. By relocating, I’ve 
asked myself if I could find my place and 
how. The more one is qualified as “cultu-
rally distant”, the more full integration 
seems an imperative condition. Moving 
from what we call the “third world” to 
the “developed world”, the conditions 
can get really high. Under this pressure, 
it is possible to get caught in a process 
of over-identification and dis-identifica-
tion, leaving the past behind. That’s how 
the integration game appears to work—
you loose some, you get some. And this 
loss doesn’t seem to compete with the 
opportunities that one could get. But in 
this “game”, there are no real winners; 
we are only left with homelessness, 
dislocated and fractured beings. 

Integration is less about learning, 
than about changing. Derek Walcott, 
a Saint Lucian poet, said in his poem 
Codicil: « To change your language you 
must change your life. » This could sound 
as overstated but language must not be 
underestimated. Written and spoken 
language is still a major human device 
for communication. Thence, language is 
a powerful technology for being in-the-
world and also a technology to make a 
sense of it. By changing our way of com-
municating, one also changes the way of 
seeing the others, oneself, “reality” and 
the way one expresses one’s own expe-
rience of being in this world.

It is due to our limited way of 
seeing and understanding differences 
that we have a limited image of our po-
tential selfs. We have no immutable es-
sence because we are always in a pro-
cess of becoming. For this reason, I’ll 
try to re-establish a transmission and 
reopen a vein between different times 

and spaces, searching for narratives 
that have been hidden. You are looking 
back to move forward, or as Jamika Aja-
lon said: «Go back to the future to retell 
our stories ». The stories we need should 
have no fixed end and no fixed begin-
ning and should always be in a process 
of rewriting themselves. In this way, they 
can be inscribed in a deeper, non-linear 
and discontinuous time–the temporality 
of transformation and becoming.

The mission here is to break down 
the conception of the subject based 
upon essentialism and immutability. 
This research could be a starting point 
to heal open wounds. Healing doesn’t 
mean going back to the initial state or 
even finding a constant state, healing 
is about transformation. Nothing is per-
manent and everything is in movement. 
In this mission, there are no starting or 
final points, so we must acknowledge 
that this is the kind of battle one can-
not leave intact. This is the reason why 
I will think of and with trans~missions. 
The sticky tentacularity  between trans 
and missions signals movements across 
time and space, and a vocation to change 
our way of seeing and being in the world.

In order to activate and inscribe 
change in my being-in-the-world and 
being-with-the-world, I have developed 
a practice that could be called “col-
lage-montage” with sound and text. 
This is a method for writing/composing 
in order to emphasise on collective au-
thorship to unground and decenter the 
fixity of the author-subject but, more 
importantly, it is a method to listen and 
feel the noises, frequencies, silences, 
interferences and the continuities in the 
break-ups. For this, I focus my practice 
on sound as a material whose physica-
lity has the capacity to challenge our 
audio-vision of reality. Or to use the 

words of Kodwo Eshun in More Brilliant 
Than The Sun: “music is encouraged 
in its despotic drive to crumble chro-
nology like an empty bag of crisps, to 
eclipse reality in its wilful exorbitance, 
to put out the sun”.  The decentering and 
complexifying power of sound and its 
technologies is what interests me here. 
Music–as the coevolution of human and 
machine– is a discursive and affective 
vector that can put pressure on what we 
think is given and can intensify our ways 
of relating and feeling.
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Julie Bellard

Création d’un documentaire 
d’essai du réel (en cours de  
réalisation):

Je suis seule avec ma caméra, je 
m’essaye à un nouveau film. Je choisis 
ce que je filme ou non, ce que je montre 
ou non, la caméra est comme la suite 
de mon regard, mon regard extériorisé. 
Le film va être un assemblage, de mon 
regard, ma pensée, ma voix. Si je dé-
cide d’inclure d’autres histoires que les 
miennes, cela implique alors d’autres 
personnes qui ne sont plus moi. C’est 
quand les autres personnes arrivent que 
de multiples questions se posent.

Je souhaiterais faire une oeuvre 
dans laquelle je réunis les histoires des 
autres, en les organisant, en les respec-
tant mais aussi en les interprétant.

Les images, les histoires, il y en 
a plein et partout aujourd’hui, nous les 
partageons facilement dans un flux inin-
terrompu. Les images et les histoires 
personnelles se retrouvent sur des films 
d’actualités sur des réseaux sociaux, 
mélangées à la mémoire collective.

Je ne sais plus faire face à ce 
nombre immense d’images et ce mon-
tage d’éléments aléatoires. Je souhai-
terais faire un film, un assemblage iné-
vitablement personnel et donner une 
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Julie Bellard née en 1989 à Genève
Réalisatrice, établie à Genève, ayant 
étudié le design, l’interactive media 
design (CFPAA Genève), aujourd’hui 
orientée vers l’image, le son et le cinéma 
(CFPAA, école Factory Pôle pixel Lyon, 
HEAD Genève). Depuis 2009, je réalise 
des films d’essais documentaires, des 
réalisations sonores. Après plusieurs 
productions de courts-métrages au sein 
d’écoles et en dehors, je prends du recul 
et souhaite analyser ce qu’on ma enseigné 
au sein d’études critiques en Master CCC 
à la HEAD Genève, tout en continuant à 
réaliser des films. En m’orientant vers 
le documentaire d’essai, je prends une 
prise de position forte et engagée à la 
création de projet filmique. Chacun de mes 
projets est un nouvel essai, un chemin 
de réflexion, autour de divers thèmes qui 
m’animent tels que la relation filmeur/
filmé, la mémoire, la perception du temps, 
la création de soi, l’architecture et les 
relations humaines.

certaine valeur aux archives person-
nelles en créant avec les protagonistes 
et en produisant des films de cinéma 
collectif.

Au sein de différentes structures 
et écoles, on m’a souvent imposé des 
modes d’emploi pour faire des films. En 
réalité il y a plusieurs façons de les faire, 
plusieurs façons individuelles à ne ja-
mais imposer mais à proposer. L’éthique 
d’un film va de l’écriture, au montage en 
passant par le tournage. La réflexion sur 
la sélection du matériel, la découpe des 
discours et des instants, le générique 
et l’ordre des noms apparaissant, parti-
cipe au développement d’une pratique 
éthique de la construction de films docu-
mentaires d’essais.

Même si le film ne se fait pas ou 
est peu satisfaisant en terme filmique, 
nous (réalisateurs/trices et personnes 
filmées) aurons rassemblé des traces, 
des conversations, des histoires, en les 
mélangeant à des lieux qui restent ou qui 
ne sont plus. Des lieux avec divers signi-
fications. Nous aurons créé une archive, 
un témoignage de notre temps dans un 
montage choisi.

En tant que réalisatrice, j’aurai 
documenté ce que signifie faire un film 
avec une orientation documentaire et ce 
qu’est l’éthique liée à la création et à la 
création collective.

Nous ne sommes jamais objectifs 
puisqu’on raconte au travers de notre 
regard et notre esprit. Mais je lance une 
réflexion voulant casser des murs, une 
oeuvre collective se posant des ques-
tions sur la représentation, sur comment 
se représenter, comment nous représen-
ter.
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The constellation and the intan-
gible phenomenon of the artist-run 
spaces and collective initiatives in arts 
is constantly changing and seems to 
flee from any tentative to be inscribed 
into a unique identification. However, 
dedicated projects into satellite event’s 
in bigger fairs offer overviews of inde-
pendent spaces’s state of health in most 
of the European country and seems to 
offer a vision where off-realities are 
becomed an official and integrated pre-
sence in the so called art-system. Under 
those condition some question may be 
still relevant: How are new forms of or-
ganisation practiced/designed in cultu-
ral production and in the construction of 
social spaces? What are the new form of 
alter-institution that collective and ar-
tist’s are suggesting? What are the de-
sires and the needs that draw the choice 
of being involved in such initiative? All 
those questions seems to still offer mul-
tiples, contradictory and unpredictable 
answers. Several failures and closed 
spaces seems to suggest that a model 
of horizontal organisation, autonomous 
cultural production and collectiveso-
cial governance does not find a durable 
spaces in the art world and in the ruth-
less economic reality of art and cultu-
ral industry as well as being involved in 

those organisation wich often is trans-
lated in volontary work, and precarity 
exhistence as collective request challen-
ges that grow bigger with the time.

Making spaces with this model 
of governance as I see it, is not just an 
ideological, or alternative position, but 
responds to the deep need to regain the 
possibility of imagining the possibilities 
inscribed in the present as practicable, 
feasible and functioning. For archieving 
this we must first ask ourselves: what 
are the many meanings of the terms in-
dependent, autonomous and non-profit 
today? How does this manifest there-
self in processes related or not related 
to cultural production? Artists, activist 
and collectives are still struggling to 
institute DIY self-organisation, for find 
newDIT do-it-together strategies, and 
invent new models outside the art mar-
ket. To see if those initiative can still be 
radical spaces for experimentation and 
can impact the art and the social wor-
ld it can be useful to expand for a while 
the fields out of the strictly practice of 
the so-called independent spaces to in-
vestigate the power of online platforms, 
networks, alter-institution and fictional 
institution that multiples artists, collec-
tives and comunities are instituting.

Born in Lugano in1993 he is co-founder of 
Spazio Morel a non-profit cultural center 
and active member of the collective who 
coordinate it.
Since 2016 he has been collaborating 
with the off-space Sonnenstube of 
Lugano, dealing among other things with 
the bookshop and the series of meetings 
«Publishare».

Giacomo Galletti

Making Space - Self-organisation,  
Autonomy and Collective Practices  
in Arts Today

— AA.VV, Self-Organisation Counter-Economic Strategies, Helsinki , NIFCA, Nordic Institute for
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— Ault, Julie, Martin Beck. Critical Condition, Im Dialog, Stiftung Industriedenkmalpflegeu.

Geschichtskultur , 2003.

— Baravalle, Marco. Art Populism and the Alter-Institutional Turn,e-flux, Journal #89 - March 2018

https://www.e-flux.com/journal/89/182464/art-populism-and-the-alter-institutional-turn/

— Baravalle, Marco. Alteristituzioni e arte, Tra governamentalità e autonomia, operaviva magazine, 2018

https://operavivamagazine.org/alteristituzioni-e-arte/

— Detterer, Gabriele, Maurizio Nannucci. Artist-Run Spaces. documents, Zurich, JRP|Riniger and Les 

Presses du Réel, 2012.

— Hamelijnck, Rob, Nienke Terpsma, Fucking Good Art -Italian Conversation. Art in the Age of Berlusconi. 

Co-published by FGA, Rotterdam, Berlin; NERO, Rome; post editions, Rotterdam, 2012.

— Hamelijnck, Rob, Nienke Terpsma. Fucking Good Art - The Swiss Issue, FGA#20 , Zürich, Edition Fink.
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Loana Gatti

Seeking for (                   )
En partant d’un Bachelor en école 

d’art, s’interroger sur les méthodes pé-
dagogiques dans le milieu de l’art et du 
design et trouver des alternatives. En-
treprendre un travail de recherche puis 
d’archivage de textes, d’expérimenta-
tions et de références. Créer de nouveaux 
narratifs fictifs à l’aide du matériel re-
cueilli. Un fois hors de l’institution, pro-
pager l’information et s’engager à ancrer 
ces narratifs dans une réalité collective. 
Lutter pour leur survie. En parallèle, mul-
tiplier les expériences, tisser des liens, 
rassembler les gens, s’amuser, voyager 
et finalement tenter une autre école d’art. 
Approfondir et théoriser le bagage acquis 
précédemment, s’organiser à plusieurs 
de façon autonome pour des luttes com-
munes telles que les féminismes et tenter 
d’articuler de nouvelles méthodologies 
et vocabulaire in situ. En continu, mettre 
en lien ces expériences et questionner le 
rôle de la pratique participative dans des 
espaces communs, son activation et l’im-
pact qu’elle produit sur nos identités col-
lectives. Élaborer un langage spécifique 
pour les cartographier.

— Crenshaw, Kimberle. Demarginalizing the Intersection of Race and Sex: A Black Feminist Critique of 

Antidiscrimination Doctrine, Feminist Theory and Antiracist Politics. Philadelphia: Temple University 

Press, 1993. 

— Wilding, Faith. The Feminist Art Programs at Fresno and CalArts, 1970-75. New York: Harry N. Abrams 

Publishers, 1994.

— hooks, bell. Teaching Community: a Pedagogy of Hope. New York: Routledge. 2003.

— Gourbe, Géraldine. In the Canyon, Revise The Canon – Savoir utopique, pédagogie radicale et artist-run 

community art space en Californie du sud. Rennes: Shelter Press, 2016.

— Dessimoz, Claire. « UN LIEU », une proposition pour Tunnel Tunnel, Lausanne, 2018. http://www.claire.

dessimoz.org/tunneltunnel/

— O’Neill, Paul, WILSON Mick (eds). Curating and the Educational Turn. Londres: Open Editions, 2010.

— Friedman, Yona. Utopies Réalisables. Paris: Éditions de l’éclat, 2000.

— Dahl, Sonja. Nongkrong and Non-Productive Time in Yogyakarta’s Contemporary Arts: In Support of 

Non-Productive Time, PARSE Biennial Research Conference on Time, University of Gothenburg, Suède, 

2015.

— Appel à la constitution de cellules extra-réalistes (2017), Harz-Labour: Agir en primitif, prévoir en 

stratège, 20, p.8.

— 4th Istanbul Design Biennial, A School of Schools, Istanbul, 22 septembre au 4 novembre 2018. http://

aschoolofschools.iksv.org/

Loana Marie Edwige Gatti a.k.a Daisy Miller 
a.k.a @dz_bae_b a.k.a Miss Daisy.	
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Mathilde Gaugué

Voicing the «...»
La voix n’est pas seulement la matérialisation sonore d’une intériorité. C’est 

aussi un matériel de création qui mobilise émotionnellement, culturellement, corpo-
rellement, politiquement et spirituellement. Au-delà d’un matériel, c’est l’instrument 
de présentation de soi, d’énonciation de soi, d’élévation de soi, de communication 
avec les autres sois. La voix est aussi le symptôme d’une projection de soi au monde.

Quels peuvent-être les vocabulaires capables d’articuler une voix singulière ? 
Dans la méthode de danse d’Oona Doherty, c’est l’érotique et non la création d’une 
forme qui dessine le mouvement, de la même manière que la voix chez Meredith Monk 
s’inscrit dans un processus dansant que l’on peut aussi mettre en parallèle Toni Mor-
rison et son concept de « dancing mind ». Ce qui pleure chante, ce qui chante respire, 
ce qui respire danse et ce qui danse dessine des trajectoires et crée une carte de 
possibilités. La voix est donc un prétexte denavigation entre le poétique, le politique 
et l’érotique ce qui suit la pensée d’Audre Lorde dans son texte Uses of the Erotic: the 
Erotic as Power.

Le processus de création et de rendre audible s’émancipent dans une sphère 
qui se détache de la notion validiste de produit fini. Les mollécules qui se libèrent 
lorsque je chante sont autant d’espaces que de temporalités multiples à un dévelop-
pement poétique, politique et sensuel. Autant de connexions avec le chaos, l’horreur, 
l’hystérie et la violence qu’avec la compréhension de soi et la manière de s’adresser 
au monde.

Mathilde a suivi une formation en musique 
et danse classique à Paris avant d’avoir 
effectué un bachelor en arts visuels à 
l’ECAL à Renens où sa pratique a évolué de 
la vidéo de performances à la performance 
en tant que telle. Son travail n’a jamais 
cessé de tourner autour du corps en 
mouvement en rapport à l’élocution de la 
voix et la sexualité. Elle mène aujourd’hui 
un projet textuel, vocal, musical et sonore 
sous la forme d’un album nommé avec 
« 2 » et composé de six chansons, avec 
l’artiste, performeur et compositeur 
Baptiste Winckler avec qui elle travaille 
depuis plusieurs années. Ce travail est la 
suite de « 1 », livre photographique de
performances urbaines et informelles à 
Morges où les deux artistes ont vécu
pendant un an et demi.

Documentaires 

— Antille, Emmanuelle. A bright light - Karen and the process. Film documentaire, Rubis Films, 

Emmanuelle Antille / Intermezzo Films et Luc Peter, 94 minutes, 2018.

— Connor, Steven. “The vocalic body”. In Dumbstruck : A Cultural History of Ventriloquism, Oxford 

University Press, 2000, 472 pages.

— De Boer, Manon. Resonating Surfaces. Video, Auguste Orts gallery, 2005, 39 minutes. Ouvrages.

— Lorde, Audre. « Uses of the Erotic: The Erotic as Power ». In Sister Outsider Essays and Speeches, Ten 

Speed Press, 1984, 192 pages.

— Lorde, Audre. « Memorial ». In Undersong: Chosen Poems Old and New, WW Norton, Eric Robertson 

Collection, 1992, 224 pages. 

— Neimanis, Astrida. « Or, On Becoming a Body of Water ». In Undutiful Daughters, Braidotti, Rosi, edited 

by Henriette Gunkel, Chrysanthi Nigianni, Fanny Söderbäck.
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	 To think Machine Learning through an artistic scope can disengage sociotech-
nical preemptions in statistical and probabilistic models for content generation. Pro-
cesses of speculation lack the criticality necessary to avoid perpetuating capitalist lo-
gics of production and value which abstract violence and discrimination.

	 Technologies are not independent from the people who make and use them. As 
such, tracing and understanding the ideologies and beliefs that structure these tools can 
reveal the functional behaviors and logics behind these seemingly neutral mechanics.

	 The study of a particular architecture of neural networks called Creative Ad-
versarial Networks (CANs), a biproduct of Generative Adversarial Networks (GANs), 
is the starting point in this investigation positioned between algorithmic culture and art. 
GANs are composed of two neural networks trained simultaneously: the Discriminator 
an the Generator. The Discriminator is trained to process data through qualitative and 
quantitative evaluation of data stemming from a comparative study of a dataset and data 
produced by the Generator. A feedback loop allows the generator to optimize the content 
it generates, in order to fool the Discriminator into thinking the generated data is part of 
the dataset. CANs use this process to emulate paintings based on the evolution of art 
history while trying to create novel images that deviate from known styles and aesthe-
tics. The Kantian theory of creativity is directly applied to guide the process of replicating 
artistic genius, using originality and influence as the main properties for an equation.

	 It seems quite evident to say that art and the notion of creativity have distanced 
themselves from Kantian theories of aesthetics and creativity in contemporary art prac-
tices. Yet we cannot ignore the similarities between the drive for innovation inherited 
from theories of the enlightenment and neoliberal ideals for innovation.

CANism* emulating  
past -isms

Alexander Gence

1 Chollet, François(@fchollet). 
“GANism (the specific look and feel of 
seemingly GAN-generated images) may 
yet become a significant modern art 
trend”. 12 jul 2017, 11:02PM. Tweet.

Interested in algorithmic culture, 
computation, and networks applied to 
art and cultural production. Currently 
working on web applications and data 
mining as an artistic medium. Specifically 
thinking about the construction of 
contemporary knowledges and logics 
rooted in the affirmation of beliefs and 
ideologies. Studied Visual Arts in Geneva, 
working primarily with performance and 
installation experimenting with conference 
or speech settings to study power 
structures in institutions and language.

— Berlyne, Daniel Ellis. Aesthetics and Psychobiology. Appleton Century Crofts, New York, NY, U.S.A., 1971. 

376pp.

— Elgammal, Ahmed, Liu, Bingchen, Elhoseiny, Mohamed. Mazzone, Marian. CAN: Creative Adversarial 

Networks Generating “Art” by Learning About Styles and Deviating from Style Norms. 2017. 22pp.

— Kant, Immanuel. The Critique of Judgment (W. S. Pluhar, Trans.). Indianapolis : Hackett Publishing, In, 

U.S.A., 1987. 686pp.

— Kurenniemi, Erkki. Writing and Unwriting (Media) Art History: Erkki Kurenniemi in 2048. Eds. Joasia Krysa 

and Jussi Parrikka. MIT Press, Cambridge, Mass, U.S.A., 2015. 368pp.

— Martindale, Colin. The Clockwork Muse: The Predictability of Artistic Change. New York, NY, U.S.A : Basic 

Books, 1990. 411pp.

— Portela, Manuel. Scripting Reading Motions: the Codex and the Computer as Self-Reflexive Machines. MIT 

Press, Cambridge, Mass, U.S.A., 2013. 491pp.
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Rebecca Glyn-Blanco

(Forced) Empathy
Artistic responses to the “migration crisis” and accelerating anti-migrant sen-

timent in Europe have ranged from the collaborative, strategic or emancipatory to the 
emotive, affective or shocking. What do they tell us about the ways art responds to 
emergency? Using documentary forms, first-person testimonies, immersive instal-
lations or virtual environments, artistic works have aimed to bring the viewer closer 
to lived experiences for affective purposes. Specifically, I want to investigate how 
such works evoke empathy. Empathy is commonly understood as instinctive to social 
relations and essential for social transformation; I aim to re-address these assumed 
functions from within the context of the so-called “refugee crisis”. 

Throughout the process of seeking asylum, refugees are expected to elaborate 
coherent narratives of their lives in order to access rights. These stories become 
scripts, often delivered during interviews, that must ring true and abide by humanita-
rian understandings of the refugee as victimised subject, while often confronted with 
situations in which decisions are pre-decided according to geopolitical factors and 
quotas. Inside this legal-bureaucratic context an understanding of empathy seems 
irrelevant. However, the significance of the role of storytelling and personal testimony 
in evoking empathy has a long history.

I began with Tania Bruguera’s recent work, 10,148,451 (2018), an installation com-
posed of a tear-jerking menthol substance, stomach-trembling sound frequencies 
and the body-heat activated image of a Syrian refugee painted on the floor of Tate 
Modern’s Turbine Hall. Activating multiple senses in the viewer via sensory cues, in 
order to stimulate - or simulate - an empathic response towards the ‘global migration 
crisis’, Bruguera puts forward the notion of, what she calls, ‘forced empathy’. This 
notion of ‘forced empathy’ presses the question: if empathy is forced, can it still be 
called empathy? This ‘forcing’ reveals a crucial entry point to unravel the current state 
of empathy. From here I address further examples in which empathy is staged, mani-
pulated, presented as a strategy or solution to its own lack (eg. compassion fatigue).

Through a study of the shifting understanding of empathy and its mobilisation, 
I examine how it is instrumentalised in this moment of crisis. How is it generated, 
using testimony or technology? In what ways does empathy (aim to) bind us together 
or determine social relations? Where does it lead? And if not ‘empathy’ - what? 

— Butler, Judith. Frames of War. When is Life Grievable? London: Verso, 2009.

— Chouliaraki, Lilie. “Cosmopolitanism as Irony. A Critique of Post-Humanitarianism”. In After 

Cosmopolitanism, edited by Rosi Braidotti, Patrick Hanafin and Bolette Blaagaard. New York: Routledge, 2013.

— Demos, T.J. The Migrant Image. The Art and Politics of Documentary during Global Crisis. London: Duke 

University Press, 2013.

— Keenan, Thomas. “Or are we human beings?” In e-flux Architecture Superhumanity (February 2017) 

http://www.e-flux.com/architecture/superhumanity/68719/or-are-we-human-beings/

— Pedwell, Carolyn. Affective Relations. The Transnational Politics of Empathy. London: Palgrave Macmillan, 2014.

— Sandvik, Kristin Bergtora. “The Physicality of Legal Consciousness: Suffering and the Production of 

Credibility in Refugee Settlement”. In Humanitarianism and Suffering. The Mobilization of Empathy, edited 

by Richard D. Brown and Richard Wilson. Cambridge: Cambridge University Press, 2009.

— Sontag, Susan. Regarding the Pain of Others. London: Picador, 2003.

— Worringer, Wilhelm. Abstraction and Empathy. A Contribution to the Psychology of Style. Translated by 

Michael Bullock. Chicago: Ivan R Dee, 1997 (1908).

I graduated from the Design BA at 
Goldsmiths University, London in 2015. 
At this time I was making films in 
airports, interested in observing these 
sites of in-betweenness where biopolitical 
forces collide. In 2017, I co-organised 
‘System of Systems’ – an exhibition in 
Athens and accompanying publication – 
concerned with the role of technology and 
bureaucracy in the asylum-seeking process 
in Europe. My research at CCC continues 
along this line of enquiry, with an ongoing 
interest in the politics of representation 
in art, language, affect and the (un)
translatable.
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Clara Nissim

FROM WOMB TO WOMB, 
in between

Patriarchy could not survive wit-
hout motherhood and heterosexuality in 
their institutional forms: therefore they 
have been treated as axioms, as “nature” 
itself.1

	 Outlining dedicated spaces for 
speaking, for voicing, for the silences. 
The impossibility, sometimes, of narra-
ting. Other spaces for resurrect[ing] the 
mother from the so-called imaginary, […] 
and place her within the social arena of 
language, representation, and history.2

There is an erasure of narratives of 
the mother, in any form “the narrative” or 
“the mother” might take. 

No stories: no questions: no 
speech: no voices: no anger. Since Fe-
male anger threatens the institution of 
motherhood1.

The womb as a point of departure. 
A point of arrival.

A location. A point of interest. A 
production site. A fertile ground. 

A hazardous symbol of mothe-
rhood.

Curtains open.

 From womb to tomb3

to womb.

The future is under construction4.

pause

Our wombs produce the labor 
force. Our wombs became public terri-
tory, controlled by men and the state[s] 

in the transition from feudalism to our 
current capitalist system. Procreation 
has been directly placed at the service of 
capitalist accumulation.5

pause

Our wombs are machines that 
produce Blackness3. Singular unliveable 
lives that will end in ungrievable deaths.

The absence of narratives 
acknowledging the Black mothers in the 
Middle Passage, the plantation fields the 
White homes in the US after the aboli-
tion of slavery.

The continuation. Our care, our 
bodies, our wombs.

Forms of gendered and sexual vio-
lence6 then and now. No legacy to be 
found but the iterative process of era-
sure. Repeated silence as sole legacy.

pause

Our wombs are an engineered 
architecture reproducing an already 
established social structure.

The mother, the prison guard, the 
sailor: safe-keepers of an actively racist 
and sexist society. Instrumentalised by 
systems of oppression bigger than them. 

Is there space for re-engineering 
from within? Without yet again being put 
in the position of cleaning and caring for 
what is broken?7
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1 
Adrienne Rich, Of Woman Born: Motherhood 
as Experience and Institution, (New York 
and London: WW Norton & Company Inc, 
1986), p.43, 34.
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Amber Jacobs, On Matricide: Myth Psycho- 
analysis, and the Law of the Mother, 
(New York: Columbia University Press, 
2007), p. XI.
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Christina Sharpe, In the Wake: On Blackness  
and Being, (Durham and London: Duke 
University Press, 2016), p. 65, 23.
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Helen Hester, Xenofeminism, (Cambridge, 
UK and Medford, USA: Polity Press, 2018), 
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Silvia Federici, Caliban and the Witch: Women,  
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(Autonomedia, Brooklyn 2004), p.103, 113.
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Saidiya Hartman, “The Belly of the 
World: A Note On Black Women’s Labor”, 
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(Racket & Dispatched, Minneapolis, 
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12, Number 2). Duke University Press, Durham, June 2008, p.1-14.

— hooks, bell. The Will to Change: Men, Masculinity, and Love. New York: Washington Square Press, 2004.

— Lorde, Audre. “An Interview: Audre Lorde and Adrienne Rich”. In Sister Outsider: Essays and Speeches, 

Crossing Press, Berkley, 1984.

— Merchant, Carolyn. The Death of Nature: Women, Ecology and the Scientific Revolution. HarperOne, San 

Francisco, 1980.

— Nelson, Maggie. The Argonauts. Graywold Press, Minneapolis, 2015.

— Spillers, Hortense J. “Mama’s Baby, Papa’s’ Maybe: An American Grammar Book”. Diacritics,

Culture and Countermemory: The «American» Connection, Vol. 17, No. 2, The Johns Hopkins University 

Press, Baltimore, 1987, p. 64-81.

— Vergès, Françoise. “On Women and their Wombs: Capitalism, Racialization, Feminism”. In Critical Times, 

Online, Volume 1, Issue 1, 2008.

Cross disciplinary designer-videographer. 
Daughter. Interested in how things came 
to be, how they could evolve and who gets 
to speak. Goldsmiths University of London 
Design graduate. International development 
/social impact professional, with a focus on 
extreme poverty in the South(s). Fr - Engl.

7 
Marwa Arsanios quoting Françoise 
Verges, «Who’s Afraid of Ideology? 
Ecofeminist Practices Between 
Internationalism and Globalism”, 
e-flux, online, Journal #93, September 
2018.
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Julie Robiolle

Politics of the Root
	 As a silent witness of our evo-

lution, can urban flora be an effective 
defence against rigid concrete – a ma-
terial dangerously unsuited for thinking 
through the myriad movements of our 
time? Ruderal species develop in the 
interstices, «urban gaps» (abandoned in-
dustrial zones, highway edges…) (Davis, 
2009), liminal spaces with «degraded» 
climates and properties, “non-produc-
tive» spaces, unexploited, left aside by 
capitalism. My research takes roots in 
the forms of cohabitation that develop in 
those spaces, where it proposes to probe 
new para-capitalist imaginaries.

	
	 Composed of both local species 

that have learned to adapt and imported 
species, ruderal plants were, since the 
end of the 19th century, subject to a reifi-
cation of border politics. Western classi-
fications include names such as aliens, 
foreigners, guests, invaders, border 
crossers, etc. (Stoetzer, 2018).

This nationalist hierarchisation 
used to designate the plants that make 
up this fertilizing ecology places them 
within the pervasive war discourse sur-
rounding migration - itself treated as a 
natural disaster: waves, tsunamis, natu-
ralization... (Stoetzer, 2018) This human/
non-human dialectic translate spaces 

excluded from the social contract into 
mirrors of migration policies and re-
newed fears of contamination by a de-
viant group(s). (Sontag, 1979)

	 Would rediscovering our his-
tory through the membrane (Deleuze 
and Guattari, 1980), as partially human 
(Tsing, 2015), as partially constructed 
through cycles of exclusion, destruction, 
and negation, allow us to rethink our 
discourses? With regard to the «weeds» 
growing between two cobblestones, with 
regard to migrants on the outskirts, with 
regard to displaced cultural and climatic 
assemblages?

	 As participants in the enrich-
ment of soils depleted by human activity 
(Davis, 2009), the spaces and temporali-
ties inhabited by ruderal plants allow us 
to imagine alternative futures of cohabi-
tation, building on contamination (Tsing, 
2012) and its capacity for construction, 
adaptation and collaboration.

— Bratton, Benjamin. “The Orchid Mantis of Sanzhi”. In Dispute Plan to Prevent Future Luxury 

Constitution. Sternberg Press, 2015, 10-12.

— Davis, Mike. Dead City. Paris : Les prairies ordinaires, 2009.

— Deleuze et Guattari. “Devenir intense, devenir animal devenir autre”. In Milles Plateaux. Capitalisme et 

Schizophrénie. Les Éditions de Minuit, 1980.

— Haraway, Donna. Staying With the Trouble : Making Kin in the Chthulucene. Duke University Press, 2016.

— Le Guin, Ursula. “The Author of the Acacia Seed”. In The Compass Rose. Pendragon Press, 1982.

— Stoetzer, Bettina. “Ruderal Ecologies: Rethinking Nature, Migration, and the Urban Landscape in 

Berlin”. In Cultural Anthropology, Vol. 33 , Num. 2, 2018.

— Sontag, Susan. La maladie comme métaphore. Le SIDA et ses métaphores. Seuil, 1979.

— Tsing, Anna. “Contaminated Diversity in ‘Slow Disturbance’: Potential Collaborators 

for a Liveable Earth”. In “Why Do We Value Diversity? Biocultural Diversity in a Global Context” edited 

by Gary Martin, Diana Mincyte, and Ursula Münster. RCC Perspectives 2012, no. 9, 95–97.

As an artist and researcher, I have slipped 
between modernist architectural utopias 
and the hierarchisation of cultures within 
our contemporary urban spaces. Passing 
through Istanbul, Paris and Mulhouse, 
I collected traces of crushing ideology, 
printed their structure and recorded 
their silent narratives. My practice has 
mainly developed in engraving and video, 
in constant dialogue with my research. 
It has been exhibited at the Kunsthalle - 
Mulhouse and at the Espace Multimédia 
Gantner. This practice was completed by 
internships with Patrice Joly and at the 
Biennale de la photographie, as well as 
several months spent at the OJ Art Space 
(Istanbul) as a curator.
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Caspar Shaller

Supposedly immaterial things 
such as memory politics, urban planning 
theories, digital revolutions, free trade 
regimes or financialisation are not sim-
ply swirling about in thin air, they “buc-
kle concrete and bend steel” (Easterling: 
2014). Borders shatter, break and drown 
some bodies, while others fly above, 
unobstructed. Supply chains reach neu-
rons and molecules, as emotions and 
desires become tradable goods. Physi-
cal labour becomes obfuscated by the 
pixels running across the screens IRL 
hands produce. Server farms hum in de-
serts and below arctic landscapes, while 
submarine cables slice through oceans 
forming the material grounding for the 
supposedly ephemeral digital sphere.

The invisible hand tosses alien 
structures onto the planet like markers 
of the current moment for future archeo-
logists to read. Why wait to see who or 
what will survive the great extinction 
we are inflicting to sift through the plas-
tic left in the Earth’s crust, marvel at 
towering slabs of concrete or analyse 
patterns in the landscape when we are 
gone? We can be those future archeolo-
gists. We can make invisible, intangible 
political processes and ideologies le-
gible by revealing their concrete mani-
festations.

As we survey the terrain a crag 
in the landscape reveals a rich deposit. 
There we have constructed an intricate 
multi-scalar structure of exploitation. 
To begin to fathom this hyperobject 
(Morton: 2011), extending into temporal 
and spacial dimension we can no lon-
ger understand, we return to its roots, 
smoldering in that tomb. As we drill and 
excavate (Povinelli: 2016), we unear-
th histories that are not yet fossilised 
into celluloid or paper or pixels that 
are consumed and regurgitated so we 
can call it culture. What we find is still 
soluble, but has slowly sedimenting 
into official archives, oral histories, or 
family photographs. We find strange, 
alien objects: enforcement of masculi-
nity (hooks: 2004, Connell: 2005), tech-
nopolitics of cold wars (Hecht: 2011), 
and carbon based energy forms (Moore: 
2015). Do we dust them off the better to 
understand them? Do we thrust them 
into the light and enshrine them in glass 
in museums? Or do we quickly push  the 
heavy marble lid shut again, terrified of 
what we have found?
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Toxic : The Libidinal Economy 
of Carbon Imperialism

The I assemblage of: genetic material and 
cultural practices inherited from a range 
of sources.
Ancestral locations include: Canadian 
forests, Swiss factories, the open Atlantic.
Ancestral practices include: Running away 
to Spain to join the Civil War, building oil 
pipelines in the desert of Saudi Arabia, 
constructing IT systems in Hong Kong.
Biological/historical/political starting 
point of the I: The Fall of the Berlin Wall.
Institutions forging the I: The schools and 
squats of Zurich, the newspaper offices of 
Hamburg,  the techno clubs of Berlin.
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