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A r c h i p e l a g o

P A T R I C I A  FA L G  U I È R E S

One ventures from home on the thread of a tune.1'1

It would seem tha t there  are (at least) two ways of 
approach ing  the work o f A llora and  Calzadilla. Via 
the island w here the two artists spend  m ost o f th e ir 
tim e— one o f those “en chan ted  isles” located  less in 
the C aribbean than  on the outskirts o f New York: 
P uerto  Rico. O r via the itineraries tha t have taken 
them  from  Peru  to C hina, from  Boston to Paris, fol
lowing the th read  o f the “a rt o f  o p p ortun ities” th a t is 
now the regim e o f artists with in te rna tiona l rep u ta 
tions. But this opposition  is deceptive, first o f all 
because it opposes a “h o m e” to an  “elsew here,” a 
“given” or a “particu lar” to a “fo re ign .” For, however 
far back the ir respective relations to the island may 
go, it does n o t function  in  th e ir  work as an “orig in”; 
rather, they have c o n s t r u c t e d  it. To do so, they 
broke off a bit, a ready-m ade parcel isolated by Am er
ican im perial history, a few cable lengths away from  
P uerto  Rico, and  identified  by a long legal dispute 
betw een the Navy and a popu lation  o f despoiled fish
erm en: the m ilitary base o f Vieques.

P A T R I C I A  FA L G  U I È R E S  teaches history o f Renaissance 

Philosophy at the Ecole des Hautes Etudes en Sciences Sociales, 

Paris. She is the author o f  Bernard Frize (Hazan, 1997), Le Manié

risme une avant-garde au XVIe siècle (Gallimard, 2004) and various 

titles on contem porary art. Her n ext book is en titled  Technè. Art, 

nature et mécanique dans l'Europe de la renaissance (2008).

R E T U R N IN G  A S O U N D  (2004) traces ou t this te rri
tory— that is to say, it invents a m ap, no t land, bu t an 
artifact (the territory  does no t pre-exist its qualifying 
m ark; it is the m ark tha t makes the territo ry). “H om e 
tu r f ’ does n o t pre-exist; first you m ust trace a circle, 
ju s t  as a child  walking in  the  dark  makes his o r h er 
own A riad n e’s th read  by whistling. O n his m oped, 
H om ar (the young fisherm an whose beauty gathers 
abou t itself the hero ic beauties o f E isenstein’s Que 
viva Mexico) com pletes the trium phal circuit th a t 
acclaims the fisherm en’s victory over the A dm inistra
tion  and  th e ir re-conquest o f the island. But the 
sound  th a t gives the trium ph  substance (the tri
u m p h an t expressiveness o f brass) is overlaid with a 
p a tte rn  th a t is very d ifferen t from  the fam iliar rib
bon o f the road, a grotesque and  vaguely obscene 
h iccupping  noise,2'ju m p in g  and  jo ltin g  to the jerky 
rhythm  of the revving and  accelerating, conveyed 
th ro u g h  the exhaust pipe to which it is attached. The 
sound is en tru sted  with w hat Deleuze called the “line 
o f fligh t” tha t makes the  refrain  (ritornelle) : this 
“m arking ou t of a hom e space” is, at the same time, 
an invitation to leave it, to expose oneself to the 
g reat wide world by paying o u t the th read  of an 
uncerta in  itinerary.

W hat, for A llora and  Calzadilla, is the  “local”? It is 
a place tha t offers a grip. So m any activists have readi
ly cast themselves in the role o f teacher o r m ission
ary, revealing, on-site, the local variant o f a universal
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ALLORA &  CALZADILLA, RETURNING A SOUND, 2004, 1-channel video with sound, 5'42" /  

EINEN TON ZURÜCKGEBEN /  1-Kanal-Video mit Ton.
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ALLORA àf CALZADILLA, GROWTH, 2006, grafted cactusses, dimensions variable /  WACHSTUM, gepfropfte Kakteen, Masse variabel.
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form  o f a lienation  (the local th en  becom es “the 
case”). In contrast, A llora and  Calzadilla approach  
local struggles as specific, concrete  situations from  
which they can learn; investigation, which is the 
specifically hum an  m odality o f knowing, has becom e 
a m om en t in the work o f art.3) W hat is at stake here  
is n o t m obilization o r consciousness raising. (The 
Fishermen did  n o t wait fo r the artists to  com e along 
to be active, and  P uerto  Rico has a rich trad ition  of 
te rrito ria l claims, which has even ex tended  to the 
A m erican c o n tin en t.)4) To borrow  the felicitous for
m ula used by Isabelle Stengers and  Philippe P ignarre 
in  th e ir  analysis o f the new m odalities o f political 
action following the 1999 G-8 Sum m it in  Seattle, it is 
n o t a m atter o f convincing the m isled b u t o f finding 
interested partners, of finding a g r i p ,  a h a n d l e . 5) 
T he “p rob lem ” (here, the “Vieques p rob lem ”) is no t 
so m uch w hat needs to be solved as w hat unites. The 
com m on challenge is to in troduce  a learn ing  trajec
tory th a t actually engenders the l o c a l .  In  o ther 
words, the local is n o t opposed  to the universal 
b u t instead offers a hand le  on a collective and  ind i
vidual experim ent; it is bo th  a risk and  a resource—a 
milieu. A llora and  Calzadilla “th ink  th rough  the 
m ilieu”; th e ir  re la tion  to it is a t once experim ental 
and  speculative.

L A N D  M A R K  (F O O T  P R IN T S ) , 2 0 0 1 - 2 0 0 2 ,  dem on
strates this operation  o f cap tu ring  o r gripp ing  
involved in the learn ing  trajectory th a t A llora and  
Calzadilla apply to the Vieques enclave. L A N D  M A R K  

does n o t rep resen t an event; it is  the event o r the 
occasion, the m eans of the event—the even t par excel
lence that. is the dem onstration . It lasts no longer than  
it takes for the traces left by the dem onstrators on 
the  sand to be erased. It is the dem onstration  a s  
event tha t signifies. The artists’ in tervention  is a 
technical a rrangem ent: the m aking o f soles, each 
with d ifferen t treads tha t dem onstrators can fix to 
th e ir shoes. T he artists do n o t m obilize, they u n 
derscore the divergences w ithin a crowd th a t has 
ga thered  tem porarily, and  thereby becom e a force: 
“T here  were evangelical groups, representatives of 
various political parties, conservationists, students, 
people  whose families once lived in this area, there  
were m em bers o f the Ricky M artin fan club who had  
learned  abou t the struggle th rough  the ir local web

site, there  were anti-m ilitary activists, environm ental
ists o f all sorts, and  even a few celebrities, such as 
R obert F. K ennedy Jr. and Jesse Jackson from  N orth  
America, ju s t  to nam e a few. We w anted to find  a way 
to convey the diversity o f this g roup  in the pho to 
graphs, as shown th ro u g h  the actual marks being 
p roduced  in the sand—going in so many d ifferen t 
directions, canceling each o th e r ou t as one foo tp rin t 
rep laced  the one th a t was m ade befo re .”6)

The artists’ jo b  is to construct, fo r all these sin
gularities, the p lane o f a shared  experience: alone 
together. In o th e r words, they m ust offer each p e r
son a hand le  on the event: the event is grasped from  
the standpo in t o f each p e rso n ’s experience o f it, nev
er in an overview tha t m ight claim to tell the  tru th  or 
expose th e ir illusions. N oth ing  is guaran teed , nei
th e r the  fu tu re  o f rese ttlem ent n o r o f re-appropria- 
tion. O n the contrary, R E T U R N IN G  A  S O U N D  (2004) 
registers the limits o f  the restitu tion  o f Vieques—it 
observes the devastation of this enclave th a t m ust 
now be resettled . N oth ing  has been  restored , 
reclaim ed; one can only walk betw een and a round  
the bom b craters and  rocket silos, in  the interstices 
o f a con tam inated  environm ent. Allora and  Calza
dilla have learned  from  M atta-Clark (the M atta-Clark 
o f the R E A LITY  P R O P E R T IE S : FAKE ESTA TES, 1973- 
1974, who bough t up useless slivers of land  betw een 
New York buildings, on which n o th ing  could be 
built) the art of approaching  the ir m aterial as a 
m ilieu (m edium ) fo r interstices, fault lines, and  fis
sures. This, according to Isabelle Stengers, illustrates 
the m eaning  o f D eleuze’s expression, “penser p ar le 
m ilieu” (th ink ing  th rough  the m ilieu, bu t also the 
m iddle): “the in terstice is defined  n e ith e r  against 
n o r in  re la tion  to the block to which it nevertheless 
belongs. I t creates its own dim ensions ou t o f the con
crete processes th a t give it its substance and  its scope, 
its im port and  th a t fo r which it is im p o rtan t.”7) To 
m ake an in terstice or m ake the in terstice work, to 
“th ink  th rough  the m ilieu ,” is to be capable o f fol
lowing and  creating  the dim ensions requ ired  by a 
“situation .”

The word “situation” is often  m isunderstood. A 
k ind o f cultivated reflex associates it with Situation- 
ism (which label is itself dubious, as a close read ing  
o f Guy D ebord shows). But A llora and  Calzadilla do
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n o t cast themselves in  the role o f those who have 
understood , o f those who p it themselves against the 
world by identifying with the theory  o f demystifica
tion. They do n o t distinguish betw een two worlds, 
the world o f reality and  the world o f experience 
(with the fo rm er pre-existing the latter, and  the lat
ter acquiring  legitimacy insofar as it verifies the 
ineluctability o f  the  fo rm er). In  the work of Allora 
and  Calzadilla we recognize the radical em piricism  
o f a very d ifferen t philosophical tradition: there  is 
n o th ing  beyond experience, beyond the never-end
ing process of learn ing  abou t the world as one expe
riences it—a philosophical phylum  fo r which the 
em pirical is the transcenden tal, and  which obliges 
us to do away with the  categories fo rm /m atte r, 
tru th /a p p e a ran c e , and  substance/a ttribu tes. As 
William Jam es puts it, “W hat really exists is n o t things 
m ade, bu t things in  the m aking.”8) It is this process 
which, after the event, distributes functions and  roles 
and  nam es like so many local accents o f the experi
ence, like so m any coordinates or positional nam es 
th a t m ake it possible to go from  the initial “th is” to 
the  “h e re ,” “th e re ,” “now,” “I,” “we”...9)

O ne single p lane o f experience, then , is a distri
bu tion  of events or “relations tha t are now disjunc
tive, now conjunctive, following the series o f shocks 
th a t we experience,”10) the “patches” and  “b its” from  
which the world is, according to Jam es, interw oven— 
D eleuze’s archipelago: “n o t even a puzzle, whose pieces 
w hen fitted  toge ther would constitu te a whole, bu t 
ra th e r a wall of loose, un cem en ted  stones, w here 
every e lem ent has a value in itself b u t also in relation  
to others: isolated and  floating regions, islands and 
straits, im m obile points and  sinuous lines, for T ruth 
always has jag g ed  edges.’ N ot a skull, b u t a co rdon  of 
vertebrae, [...] a patchw ork.”11) The m aterial is no 
longer the substance o f form s, categories, and  rep re
sentations; it is receptive to relations tha t are now 
conjunctive, now disjunctive, and  serialized by func
tion. Take for exam ple the series “cam pfire—piglet— 
wheel hub—car eng ine” in SWEAT GLANDS, SWEAT 
LANDS (2006), in which hum or activates the 
sequence, o r RUIN (2006), a field o f sculptures tha t 
in  some ways evokes the Latin-Am erican construc
tivism o f the 1960s—a panoply o f negatives, of indus
trial m etal shapes, articu lated  and  invested with

m eaning by the add ition  o f hinges, an endless 
reworking, folding, and  unfolding, a perpetual re
launch ing  of disjunctions and  conjunctions. PUERTO 
RICAN LIGHT (2003) makes this collapse o f rep re
sen tation  explicit by literally connecting  the splen
did  m etap h o r o f a Dan Flavin neon to a battery 
periodically recharged  in  Puerto  Rico. 10 MINUTES 
TRANSMISSION (2003) exem plifies this process of 
directly linking the m aterial to forces o f an o th er 
kind, thereby m aking them  visible. H ere we can rec
ognize Paul K lee’s “pu re  and  sim ple line accom pa
n ied  by the idea o f the ob ject,” which is enough 
to m ake visible o r cap ture  the Cosmos. In the fine 
m etal m esh woven by A llora and  Calzadilla, a k ind of 
“perspective vision o f the  id ea” serves as an  an ten n a  
and  captures the ten m inutes o f rad io  transm issions 
sen t ou t each tim e the in ternational space station 
orbits the ea rth .12)

In this work, relations are always ex ternal to the ir 
term s, ju s t as the p lan t clippings are alien to the 
plans of GROWTH (2006) and  the tropical fan is to 
the palm  trunk  in CYCLONIC PALM TREE (2004); the 
conjunctions m ake the work. Such is the condition  
for the constitu tion  o f a p lane o f im m anence: “If we 
make relations d ep en d en t on a subject o r a sub
stance, th en  this im m anence is lost, and  so is the very 
natu re  of the relation: it becom es static and  the m od
el o f e ternal tru ths once again constitutes the ho ri
zon against which they will be th o u g h t.”13) To let 
relations develop in  every d irection  and  hence  en te r 
the field of m ultip le connections im plies a play on 
perspective, a situation th a t is p io n eered  in the 1998 
work SEEING OTHERWISE, which, literally and  by 
artifice (digital trickery), decentralizes the subjective 
vanishing p o in t on the m arine horizon. H ere  Allora 
and  Calzadilla show us the Leibnizian monad, the sin
gular p o in t o f view th a t will never coincide with my 
own—I, who am w atching the young m an from  
beh ind , absorbed as he is in the con tem plation  of 
the universe. This non-coincidence o f viewpoints, 
which underm ines all theories o f com m unication, 
recurs in the overtu rned  table o f UNDER DISCUS
SION (2005), R ichard Rorty’s fam ous “negotia ting  
tab le ,” (the ready-m ade “p lan e” or “level” th a t has 
the pow er to m ake everyone agree to congregate 
a round  an issue). T he victorious young fisherm an
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tu rn s  it u p s id e  dow n a n d  adds an  o u tb o a rd  m oto r, 
c o n v e rtin g  it  in to  a b o a t w ith  w hich to  ex p lo re  th e  
V ieques enclave. T h e  p ro tag o n is ts  o f  A llo ra  an d  
C alzad illa ’s v ideos have g race , a  g race  a n d  a  jo y o u s
ness th a t m ake th e m  b ro th e rs  to  R ussian  film m ak er 
Boris B a rn e t’s h e ro e s , th e  am o ro u s  fish e rm a n  in  B y  

th e  B lu e s t  o f  S e a s  (1936—b u t w ith o u t th e  se n tim e n 
tality  o f  consensus o r  fusion . O n  th e  con trary , th e re  
is a n  a tten tiv en ess  to  th e  so u n d  m ad e  by each  p e r 
son , to  th a t  o rig ina lity  w hich  is th e  c o n d itio n —  
fo r M elville, fo r  L aw rence, a n d  fo r  D eleuze— o f fra 
te rn ity : “a  so u n d  th a t each  o n e  p ro d u ce s , like a 
r ito rn e llo  a t th e  lim its o f  lan g u ag e , b u t  th a t  it p ro 
duces on ly  w hen  it takes to  th e  o p e n  ro a d  (o r  to  th e  
o p e n  sea) w ith its body, w hen  it leads its life w ith o u t 
seek in g  salvation , w hen  it em barks u p o n  its in c a rn a te  
voyage, w ith o u t any p a r tic u la r  aim , a n d  th e n  e n 
co u n te rs  o th e r  voyagers, w hom  it  reco g n izes  by 
th e ir  so u n d .” T h is is th e  co m m u n ity  o f  ex p lo re rs , 
o f  th e  b ro th e rs  o f  th e  a rc h ip e la g o .14)

(Translation: Charles Penwarden)

1) Gilles D eleuze, Félix Guattari, A Thousand Plateaus, trans. Bri
an Massumi (London: C ontinuum  Press, 2004), p. 344.
2) The French word “pétarader” usually em ployed to describe the 
racket o f  m opeds with neutralized silencers neatly underscores

the incongruity o f  the association o f  exhaust pipe and trumpet.
3) See the V ieques dossier put together by C & A in: Land Mark 
(Paris: Palais de Tokyo, 2006).
4) See the Young Lords m ovem ents in Chicago and New York 
during the 1960s, which have becom e a m odel o f  contem porary  
urban ecology m ovem ents. Cf. Matthew Gandy, Concrete and Clay. 
Reworking Nature in New York City (Cam bridge, MA: MIT Press, 
2002); Benedikte Zitouni, “E cologie urbaine: m ode d ’existence?  
m ode de revendication?” in: Cosmopolitiques, no. 7 (August 2004).
5) Philippe Pignarre and Isabelle Stengers, La sorcellerie capita
liste. Pratiques de dés envoûtement (Paris: La D écouverte, 2006).
6) Land Mark (see note 3 ), p. 56.
7) La sorcellerie capitaliste (see note 5 ), p. 149.
8) William Jam es, A Pluralistic Universe (W hitefish, MT Kessinger 
Publishing, 2005), p. 263.
9) See the excellen t com m entary by David Lapoujade, in William 
James. Empirisme et pragmatisme (Paris: Les Em pêcheurs de penser  
en rond, 2007).
10) Ibid., p. 79.
11) Gilles D eleuze, “Bartleby; or, The Form ula” in: Essays Critical 
or Clinical, trans. Daniel W. Smith and M ichael A. Greco (U ni
versity o f  M innesota Press, 1997), p. 86.
12) On the cosm ic developm ent o f  m odern art as the unlim ited  
expansion  o f  the technological im agination, see Mille plateaux, 
p. 344.
13) David Lapoujade (see note 9 ), p. 76.
14) Gilles Deleuze, “Bartleby; or, The Formula” (see note 11), p. 87.

ALLORA àf CALZADILLA, LAND MARK, 

1999-2003, felt, 48 x 9 3 ’/  LAND-ZEICHEN, 

Filz, 14,6 m x 29 m.
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A r c h i p e l
P A T R I C I A  F A L G U I È R E S

O n  so r t d e  chez so i a u  f i l  d ’u n e  c h a n s o n n e tte .b

Es g ib t (m in d esten s) zwei M ög lich k e iten , sich  d e r  
A rb e it von  A llo ra  u n d  C alzad illa a n z u n ä h e rn : en tw e
d e r  au sg e h e n d  von  d e r  Insel, wo das K ü n stle rp a a r  
d ie  m eiste  Z eit v e rb r in g t -  e in e  j e n e r  «verw unsche
n e n  Inseln» , d ie  w en ig e r zu r K arib ik  g e h ö re n  als zu r 
P e r ip h e r ie  New Yorks, n äm lic h  P u e rto  Rico; o d e r  
a b e r  d e n  W egen fo lg en d , w elche d ie  b e id e n  von 
P e ru  n ac h  C h ina , von B oston  n ac h  Paris fü h re n , a u f  
d e r  S p u r j e n e r  K unst d e r  sich  b ie te n d e n  G ele g en h e i
ten , d ie  h e u te  d e n  L eb en srh y th m u s a lle r  K ünstle r 
von W e ltru f bes tim m t. D och  d ieses E n tw ed e r-O d er 
ist trü g erisch . E rstens, weil es e in  «zu H ause»  e in em  
«A nderswo» g e g e n ü b e rs te llt , e in  «G egebenes» o d e r  
«Eigenes» e in em  «F rem den» . W ie a lt au c h  d ie Bezie
h u n g e n  sein  m ö g en , d ie  b e id e  j e  fü r  sich  m it d e r  
Insel k n ü p fe n  k o n n te n , sie fu n g ie r t in  ih re r  A rb e it 
n ic h t als « H erkun ftso rt»  o d e r  «H eim at» , so n d e rn  
ist e in  K onstruk t. D afü r h a b e n  sie «ein  Stück» von 
ih r  h e rau sg e lö s t, e in e  k le in e , e in  p a a r  K abe llängen  
vor P u e rto  Rico g e leg e n e  R eadym ade-P arzelle , die 
d u rc h  d ie im peria lis tische  P o litik  A m erikas vom  
ü b rig en  P u e r to  Rico g e t re n n t w urde u n d  vo r allem

P A T R I C I A  F A L G U I È R E S  unterrichtet die G eschichte der 

R enaissancephilosophie an der Ecole des Hautes Etudes en 

Sciences Sociales, Paris. Sie ist Autorin von Bernard Frize (Hazan, 

1997), Le Maniérisme, une avant-garde au XVIe siècle (Gallimard, 

2004) und zahlreichen Publikationen zur zeitgenössischen  

Kunst. Ihr nächstes Buch wird im nächsten Jahr unter dem  Titel 

Technè. Art, nature et mécanique dans l'Europe de la renaissance 

erscheinen .

fü r  d e n  ja h re la n g e n  S tre it zw ischen d e r  US-Navy u n d  
d e n  e in h e im isch e n , um  ih re  E in k o m m en sq u e lle  
g e b ra c h te n  F isch e rn  b e k a n n t ist: d ie  M ilitärbasis von 
V ieques. RETURNING A SOUND (E in en  Ton zu rü ck 
g eb en , 2004) ist d ie  aktive W ied e rg ab e  d ieses G e
b ie tes  als Spur, das he iss t d ie  E rf in d u n g  e in e r  K arte: 
kein  B oden , e in  A rte fak t ( d a s  G e lä n d e  g e h t  se in e m  

q u a l i ta t iv e n  M e r k m a l  n ic h t  v o ra u s , d a s  M e r k m a l  b e s tim m t  

d a s  G e lä n d e ). Das «Z uhause» ex is tie rt n ic h t von  vor- 
n e h e re in , m an  m uss zu e rs t e in e n  Kreis z ieh en , wie 
e in  K ind, das sich  im  D u n k e ln  bew egt, sich  d u rc h  
P fe ifen  e in e n  A riad n e fa d en  sp in n t. H o m a r (d e r  j u n 
ge F ischer, dessen  A ussehen  an  d ie h e ro isc h en  
S c h ö n h e ite n  von E ise n s te in ’s Q u e  V iv a  M e x ic o  (1931) 
e r in n e r t)  b ild e t a u f  se in em  M ofa d e n  S ch lu ssp u n k t 
des T riu m p h zu g s zu r F e ie r d e r  R ü c k e ro b e ru n g  d e r  
Insel u n d  des Sieges, d e n  d ie F isch er g eg en  die 
B e h ö rd e n  e r ru n g e n  h a b e n . D och  d e r  T on, d e r  dem  
G anzen  N a c h d ru c k  v e r le ih t (d ie  A usd ru ck sk raft d e r  
B lechm usik ), b ild e t k e in e  P ara lle le  zum  v e r tra u te n  
B and  d e r  S trasse, so n d e rn  v erläu ft ganz an d e rs , als 
g ro tesker, b e in a h  o b sz ö n e r S ch luckauf, d e r  bei 
je d e m  V ib ra to  u n d  je d e m  S c h m e tte rn  d e r  R ep risen  
u n d  je d e m  A u fh e u le n  des A uspuffs, in  d em  die 
T ro m p ete  steck t, au fja u lt.2) D em  T on w ird  h ie r  anver
trau t, was D eleuze als d ie  «Irr-L inien» b e z e ic h n e t 
h a t, d ie  das R ito rn e ll vollzieht.

Was ist das L okale fü r  A llora u n d  Calzadilla? Die 
S telle, wo m an  an se tzen  k an n . D ort, wo so viele A kti
v isten  g e rn  in  d ie  R olle von P äd ag o g en  o d e r  M issio
n a re n  g esch lü p ft s ind , u m  vor O rt d ie  lokale Vari
a n te  e in e r  a llg em e in e n  E n tfre m d u n g  zu e n th ü lle n  
(w odurch  das L okale zum  «Fall» w ird ), b e h a n d e ln
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ALLORA &  CALZADILLA, RETURNING A SOUND, 2004, 1-channel video with sound, 5'42" /  

EINEN TON ZURÜCKGEBEN /  1-Kanal-Video mit Ton.

A llo ra  u n d  C alzad illa d ie  lo k a len  K onflik te wie k o n 
k re te  S itu a tio n en , aus d e n e n  m an  le rn e n  kann : D ie 
U n te rsu c h u n g  als u rm e n sc h lic h e  M o d a litä t des Wis
sens h a t  sich  zu e in em  fes ten  B estan d te il d e r  k ü n st
le risch e n  A rb e it en tw icke lt.3' Es g e h t h ie r  n ic h t u m  
e in e  «M obilisierung» o d e r  «B ew usstw erdung». (Die 
F isch er h a b e n  n ic h t a u f  d ie  K ü n stle r gew arte t u n d  
P u e rto  Rico b lick t se lbst a u f  e in e  lange  G esch ich te  
te rr ito r ia le r  A n sp rü ch e  zu rück , d ie  bis a u f  d e n  am e

r ik an isch e n  K o n tin e n t r e ic h te n .)4' U m  d ie  geg lück te  
F o rm el von Isabe lle  S tengers u n d  P h ilip p e  P ig n arre  
zu r Analyse d e r  n e u e n  M o d a litä ten  p o litisc h en  H a n 
deln s n ac h  d em  G-8-Gipfel von  S eattle  (1999) au fzu 
g reifen : Es g e h t n ic h t d a ru m , B e tro g en e  zu ü b e rz e u 
gen , so n d e rn  in te re ss ie r te  P a r tn e r  u n d  d am it e in e n  
k o n k re te n  A n sa tzp u n k t zu f in d e n .5' Das «Problem » 
(h ie r  das «P rob lem  V ieques») ist som it w en iger 
etwas, was es zu lö sen  gilt, so n d e rn  etwas, was vere in t.
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ALLORA &  CALZADILLA, SWEAT GLANDS, SWEAT LANDS, 

1-channel video with sound, 2 ’2 1 ” /  SCHWEISSDRÜSEN, 

SCHWEISS-LÄNDER, 1-Kanal-Video mit Ton.

Das gem ein sam e Ziel b e s te h t d a rin , e in e n  L e rn p ro 
zess e in zu le ite n , d e r  das L okale als so lches e rs t h e r 
v o rb rin g t. M it a n d e re n  W orten , das L okale ist kein  
G egensatz  zum  U n iversa len , es ist das, was e in e n  
A nsatz, e in e  H a n d h a b e , fü r  e in  kollektives u n d  in d i
v iduelles E x p e r im e n t b ie te t; das, was a u f  dem  Spiel 
s te h t u n d  g le ichze itig  R essource ist -  e in  M ilie u .  A llo
ra  u n d  C alzad illa  « d en k en  aus d em  M ilieu  (d e r  M it
te) heraus» , sie u n te rh a lte n  e in e  zug leich  ex p e ri
m e n te lle  u n d  spekulative B ez ieh u n g  zu d iesem .

LAND MARK (FOOT PRINTS) -  L and-Z eichen  (Fuss- 
s p u re n ) , 2001-2002  -  v e ra n sch a u lic h t d iese  O p e ra ti
o n  des B esetzens o d e r  A nsetzens, m it w elch er d e r  
L ern p ro zess  von  A llo ra  u n d  C alzad illa in  d e r  Enklave 
V ieques e insetz t. LAND MARK re p rä se n tie r t  kein  
E re ign is , so n d e rn  i s t d ieses E re ign is o d e r  d iese 
G e le g en h e it, das M ittel des E reign isses -  d ieses 
E reign isses p a r  excellence, das d iese  D em o n s tra tio n  
d arste llt. Sie d a u e r t  n ic h t viel länger, als d ie  S p u re n  
d e r  D e m o n s tra n te n  im  U fe rsan d  s ic h tb a r  b le ib en , 
bev o r sie verw eh t w erd en . D ie D em o n s tra tio n  in  
ih re r  E re ig n ish aftig k e it ist das, was zäh lt. D ie In te r 
v en tio n  d e r  K ünstle r b e s te h t in  e in em  « techn ischen»  
A rran g e m e n t: d e r  H ers te llu n g  von  S c h u h so h le n  m it 
ganz u n te rsc h ie d lic h e n  P ro film u s te rn , w elche d ie 
D e m o n s tr ie re n d e n  an  ih re n  S ch u h en  befestigen  
k ö n n e n . D er K ü n stle r «m obilisiert»  n ic h t, e r  u n te r 
s tre ic h t d ie  D ivergenzen  in n e rh a lb  e in e r  M en sch en 
m en g e , d ie  sich  fü r  e in e n  M o m en t v ersam m elt u n d  
d u rc h  d iese  V ersam m lung  in  e in e  G ew alt v erw ande lt 
h a t. «Es w aren  evangelikale G ru p p ie ru n g e n  dabei,
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V e rtre te r  v e rsc h ie d e n e r  p o lit isc h e r  P a rte ien , U m 
w eltschü tzer, S tu d ie re n d e , M itg lied er von F am ilien , 
d ie  f rü h e r  d o r t  g e le b t h a tte n , d a  w aren  M itg lieder 
des R icky-M artin-Fanclubs, d ie  ü b e r  d ie  W ebsite des 
C lubs von  d e r  A ktion  e r fa h re n  h a tte n , f e rn e r  K riegs
g e g n e r  u n d  U m w eltak tiv isten  a lle r  A rt, j a  se lbst e in i
ge P ro m in e n te  aus d e n  USA, wie R o b e rt F. K ennedy  
u n d  Jesse  Jack so n . W ir h a tte n  n ac h  e in em  M ittel 
gesu ch t, u m  d ie  V ielfä ltigke it d ie se r  G ru p p e  a u f  d e n  
P ho tos s ic h tb a r  zu m a ch e n , so wie das au c h  d ie  S pu
re n  im  S an d  au fze ig ten , d ie  in  alle H im m elsrich 
tu n g e n  a u s e in a n d e rs tre b te n  u n d  sich  g eg en se itig  
au s lö sch ten , in d e m  n e u e  S p u re n  d ie  b e s te h e n d e n  
verw isch ten  [ . . .] .» 6)

A ufgabe d e r  K ü n stle r ist es, fü r  all d iese S in g u lari
tä te n  e in e  g em ein sam e E rfa h ru n g se b e n e  zu schaffen  
-  z u s a m m e n  a l le in  -  o d e r  je d e m  u n d  je d e r  E in z e ln e n  
e in e n  A n sa tzp u n k t zu lie fe rn , u m  sich  das E reign is 
a n e ig n e n  zu k ö n n e n : Das E re ign is w ird  vom  S tan d 
p u n k t d e r  E rfa h ru n g je d e s  E in z e ln e n  h e r  erfasst, n ie  
aus e in e r  P osition  des Ü berb licks, d ie  so tu t, als k ö n 
n e  sie d ie  W a h rh e it d a rü b e r  v e rk ü n d e n  o d e r  d a rin  
versteck te  Illu s io n e n  en tla rv en . N ich ts ist g a ra n tie r t, 
w ed e r was das Schicksal d e r  U m sied lung , n o c h  was 
d ie Z u k u n ft d e r  W ie d e ra n e ig n u n g  an g e h t. G anz im  
G eg en te il, RETURNING A SOUND (2004) n im m t die 
G ren zen  d e r  R ückgabe von V ieques zu r K enn tn is, 
das heisst: d e n  verw üste ten  Z u stan d  d e r  Enklave, d ie  
n e u  b es ied e lt w erd en  soll. D ie B o m b en k ra te r  u n d  
R aketensilos s in d  n ic h t sa u b e r e n tso rg t u n d  e in g ee b 
n e t  w o rd en , so n d e rn  m an  m uss sie u m g e h e n  u n d  
bew egt sich in  d e n  Z w ischen räum en  e in e r  k o n ta 
m in ie r te n  U m w elt. A llora u n d  C alzad illa h a b e n  
von  G o rd o n  M atta-C lark  -  d em  M atta-C lark  d e r  
REALITY PROPERTIES -  FAKE ESTATES (1973-1974), 
d e r  u n b e b a u b a re , vergessene , ab g e sc h n itte n e  P arze l
len  zw ischen d e n  G eb ä u d en  New Yorks au fkau fte  -  
g e le rn t, das M ateria l als M ilie u /M itte /M e d iu m  d e r  
Z w ischen räum e, V erw erfu n g en  u n d  Risse zu b eg re i
fen . Das e rk lä rt, w enn  m an  Isabelle  S tengers folgt, 
au c h  d e n  A u sd ru ck  von  D eleuze , « p en ser p a r  le 
m ilieu»: «der Z w ischenraum  lässt sich w ed e r d u rc h  
d ie  G renze n o c h  d u rc h  d ie  V erb in d u n g  zu dem  
Block d e f in ie re n , von dem  e r  d e n n o c h  Teil ist. E r 
e rz eu g t se ine  e ig e n e n  A usm asse, a u fg ru n d  k o n k re te r  
P rozesse, d ie  ih m  se ine  B esch a ffen h e it u n d  se ine

R eichw eite v e rle ih en , das, w o ra u f e r  sich  b ez ieh t, 
u n d  das, w ofü r e r  von B e d e u tu n g  ist.»7! E in en  Zwi
sc h e n ra u m  se tzen  o d e r  d e n  Z w ischenraum  W irk u n g  
en tfa lte n  lassen, «aus d e r  M itte d en k e n » , h e iss t fäh ig  
se in , d ie  e in e r  S itu a tio n  a n g e m e ssen e n  D im ensio 
n e n  zu v erfo lg en  u n d  zu schaffen .

Das W ort S itu a tio n  w ird  g e rn  m issverstanden . 
E ine A rt g e b ild e te r  A u tom atism us b r in g t es unw ei
gerlich  m it «S ituation ism us»  in  V erb in d u n g  (e ine  
se lbst sch o n  fragw ürd ige B eze ich n u n g , w enn  m an  
D eb o rd  g e n a u  lie s t) . A b er A llo ra  u n d  C alzad illa mas- 
sen  sich n ic h t d ie  R olle von  so lch en  an , «die verstan 
d e n  h ab en » , fü r  d ie  e in  d em ystifiz ierendes D en k en  
sich  «gegen  d ie  W elt» ab g ren z t. F ü r sie g ib t es n ic h t 
zwei W elten , j e n e  d e r  R ea litä t u n d  je n e  d e r  E rfa h 
ru n g , w obei d ie  e rste  d e r  zw eiten v o ra n g e h t u n d  die 
L eg im ita tio n  d e r  zw eiten  a lle in  d a r in  b es teh t, die 
N o tw en d ig k e it d e r  e rs te n  zu b es tä tig en . A llora u n d  
C alzad illa  lassen d en  ra d ik a len  E m pirism us e in e r  
ganz a n d e re n  p h ilo so p h isch e n  T rad itio n  e rk e n n en : 
Es g ib t n ich ts  au sserh a lb  d e r  E rfa h ru n g , ausserhalb  
e ines  n ie  ab g esch lo ssen en , p ro zessh aften  K ennen - 
le rn e n s  d e r  W elt, so fern  m an  sie e rfä h r t. Also e in  
S tam m  d e r  P h ilo so p h ie , fü r  d e n  das E m pirische  das 
T ra n sz en d en ta le  ist u n d  uns zwingt, K ateg o rien  wie 
F o rm /M a te r ie , W a h rh e it/S c h e in , S u b s ta n z /A ttr ib u 
te, u n d  so w eiter fa llen  zu lassen: Was w irklich  exis
tie rt, s ind  -  la u t W illiam  Ja m es -  n ic h t d ie  D inge, 
so n d e rn  d ie D inge im  Prozess ih r e r  E n ts te h u n g  -  im 
W e rd en .8' Es ist d ie se r Prozess, d e r  n a c h träg lich  d ie 
F u n k tio n en , R o llen  u n d  N am en  v erte ilt, wie irg e n d 
w elche lo k a len  A k z e n tu ie ru n g e n  d e r  E rfa h ru n g  
o d e r  irg en d w e lch e  K o o rd in a te n  o d e r  P o sitio n sb e
z e ic h n u n g e n , d ie  e r la u b e n , vom  u rsp rü n g lic h e n  d ies  

zum  hier, d o rt, j e t z t ,  ich , w ir  ... zu gelangen.®!
E ine einzige  grosse E rfa h ru n g se b e n e  also, e in e  

V erte ilu n g  von E re ig n issen  o d e r  von  «bald  d is junk ti
ven, b a ld  k o n ju n k tiv en  B e z ieh u n g en , e n tsp re c h e n d  
d e r  R eihe von sc h o ck a rtig en  B eg eg n u n g en , d ie  wir 
e rfa h re n » .10! D ie F licken  (p a tc h e s ) u n d  S tü ck ch en  
( b i t s ) ,  d ie  sich  fü r  Ja m es  zu r W elt verw eben  ( in te r 

w e a v e ) , e n tsp re c h e n  d em  A rch ip e l b e i D eleuze u n d  
fu n g ie re n  «eben  n ic h t als e in  Puzzle, dessen  in e in an - 
d e rg re ife n d e  Teile e in  G anzes w ied e rh e rs te llen  w ür
d en , so n d e rn  e h e r  als e in e  M au er lo se r S teine , die 
n ic h t z e m e n tie r t sind , in  d e r  je d e s  E le m e n t fü r  sich
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ALLORA à? CALZADILLA, 10 MINUTE TRANSMISSION, 1997-2003, metal wire hangers, HAM radio, 20 x 8 x 1 2 ’, 

installation view Tate Modern /  10-MINUTEN-ÜBERTRAGUNG, Metalldraht-Aufhängung, Funkradio, 6 x 2,4 x 3 ,6  m.

a lle in  s te h t u n d  d o c h  au c h  in  B ez ieh u n g  zu d en  
a n d e re n : Iso la te  u n d  f lo ttie re n d e  B e z ieh u n g en , 
In se ln  u n d  Z w ischen-Inseln , bew eg liche P u n k te  u n d  
g ew u n d e n e  L in ien , d e n n  d ie  W a h rh e it h a t  im m er 
«ausgezackte Ränder>. N ich t e in  H irn , so n d e rn  e in e  
W irb e lk e tte , e in  R ü ck en m ark  ... e in  P a tc h w o rk ...» 11' 
Das M ateria l ist n ic h t m e h r  d e r  S to ff fü r  F o rm en , 
K atego rien , D ars te llu n g en . Es ist e in e  V erfü g b a rk e it 
fü r  b a ld  kon junk tive , b a ld  d isjunktive B e zieh u n g en , 
d ie  m itte ls  F u n k tio n e n  R e ih u n g e n  b ild e n . Beispiels
weise d ie  R e ih u n g , L a g e rfe u e r  -  F erkel -  Spiess -  
R ad n ab e  -  A u tom oto r, in  SWEAT GLANDS, SWEAT 
LANDS (Schw eissdrüsen , Schw eiss-Länder, 2006), wo 
d e r  H u m o r  d iese V erk e ttu n g  in  G ang  setzt. O d e r  
RUIN (R uine , 2006), e in  « S k u lp tu ren fe ld» , das 
d u rc h a u s  an  d e n  la te in a m e rik a n isc h e n  K onstruk 
tivism us d e r  60 er J a h re  d e n k e n  lässt: e in  A rsenal 
von N eg a tiv sch ab lo n en  zu r H e rs te llu n g  in d u s tr ie lle r

F o rm e le m en te , d ie  d u rc h  das H in zu fü g e n  von  S ch ar
n ie re n  G elenke u n d  e in e n  S inn  e rh a lte n  h a b e n , «ein 
en d lo ses  Ü b e ra rb e ite n , F a lten  u n d  E n tfa lten » , ein  
en d lo ses  W ie d e rb e le b e n  von  D is ju n k tio n en  u n d  
K o n ju n k tio n e n . PUERTO RICAN LIGHT (L ich t aus 
P u e r to  R ico, 2003) m a ch te  d iese  A bsage a n  die 
R e p rä se n ta tio n  d eu tlic h , in d e m  es d ie  w u n d e rb a re  
M e ta p h e r  e ines  N eonw erkes von  D an  Flavin b u c h 
stäb lich  an  e in e  B a tte rie  ansch loss, d ie  p e rio d isch  
in  P u e r to  Rico au fg e lad e n  w urde . In  10 MINUTES 
TRANSMISSION (1 0 -M in u ten -Ü b ertrag u n g , 2003) 
k o m m t d iese d irek te  B in d u n g  des M ateria ls a n  Kräf
te e in e r  a n d e re n  O rd n u n g , d ie  d ab e i s ic h tb a r  w er
d en , zu ih re r  vo llen  E n tfa ltu n g . H ie r  w ird  P au l Klees 
« reine  u n d  e in fach e  L in ie , d ie  m it d e r  Id ee  des 
G eg en stan d es v e rb u n d e n  ist» e rk e n n b a r ; sie g en ü g t, 
u m  im  fe in e n  m e ta llisch en  H aa rn e tz , das A llo ra  u n d  
C alzad illa k n ü p fe n , s ic h tb a r  zu m a c h e n  o d e r  d e n
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K osm os e in zu fan g e n , e in e  A rt V ision im  H in b lick  
a u f  d ie  Id ee , d ie  als A n te n n e  fu n g ie r t  u n d  d ie 
ze h n m in ü tig e  R a d io ü b e rtra g u n g  au ffäng t, d ie  bei 
j e d e r  U m d re h u n g  d e r  E rd e  von  d e r  in te rn a tio n a le n  
R a u m sta tio n  a u sg es tra h lt w ird .12)

In  d ie se r  A rb e it b le ib e n  d ie  B ez ieh u n g en  ih re n  
B egriffen  im m er äusserlich , wie d ie  p flan z lich en  
S teck linge in  GROWTH (W achstum , 2006) d e n  T ro
p e n p fla n z e n  fre m d  b le ib en  o d e r  d e r  tro p isc h e  V en
tila to r  d em  S tam m  d e r  P alm e in  CYCLONIC PALM 
TREE (W irb e ls tu rm p alm e, 2004): D ie V erb in d u n g e n  
le is ten  d ie  A rbeit. D ie K o n stitu tio n  e in e r  E b en e  d e r  
Im m a n en z  e rfo lg t u m  d ie sen  Preis: «W enn m a n  d ie 
V e rb in d u n g e n  von e in em  S ub jek t o d e r  e in e r  S ub
stanz a b h ä n g ig  m ach t, g e h t d iese Im m a n en z  sog le ich  
v e rlo re n  u n d  d am it au c h  d ie  A rt d e r  V erb in d u n g  
selbst: Sie w ird  sta tisch  u n d  das M odell d e r  ew igen 
W a h rh e ite n  b ild e t e rn e u t  d e n  H o rizo n t, in n e rh a lb  
dessen  sie k ü n ftig  g e d a c h t w erd en .» 13> B ez ieh u n g en  
n ac h  a llen  R ic h tu n g e n  zuzulassen  u n d  d a m it das 
F eld  m u ltip le r  V erk n ü p fu n g e n  zu b e tre te n , b e d e u te t  
a u f  d e n  P erspektiv ism us zu se tzen ; dies v e ra n sch a u 
lic h t SEEING OTHERWISE (A nders se h en , 1998) au f  
b a h n b re c h e n d e  W eise. D ie A rb e it bew irk t b u c h s tä b 
lich  u n d  a u f  h ö ch s t ra ffin ie rte  W eise (d u rc h  d ig ita le  
V erfä lschung) e in e  D ez en tra lis ie ru n g  des sub jek ti
ven  F lu ch tp u n k te s  am  M eeresh o rizo n t: A llo ra  u n d  
C alzad illa in sz e n ie re n  h ie r  d ie  L e ib n iz ’sche M onade, 
d ie sen  e in z ig a rtig en  Blickw inkel, d e r  n ie  m it m e i
n em  e ig en e n  zusam m enfällt, w äh ren d  ich  d e n  ju n g e n  
M ann , d e r  in  se ine  K o n tem p la tio n  des U niversum s 
v ertie ft ist, von  h in te n  b e tra c h te . D iesem  N icht- 
Z u sam m en fa llen  d e r  B lickw inkel, das je d e  K om m u
n ik a tio n s th e o r ie  L ü g en  straft, b e g e g n e t m an  in  
G esta lt des a u f  d e n  K opf g es te llten  T isches in  UNDER 
DISCUSSION (Z ur D iskussion s te h e n d , 2005) w ieder, 
dem  b e rü h m te n , von  R ich a rd  R orty  so g e lieb ten  
«V erhandlungstisch»  (jene fix fe rtig  b e re it  s te h e n d e n  
«p lane E bene» , w elche d ie  M ach t h a t, alle B ete i
lig ten  u m  das h e ru m  zu versam m eln , w om it je d e r  
e in v e rs ta n d en  se in  m üsste): D er ju n g e , s ieg re ich e  
F ischer verpasst d em  T isch, n a c h d e m  e r  ih n  u m g e
k e h r t  h a t, e in e n  A u sse n b o rd m o to r u n d  fu n k tio n ie rt  
ih n  zum  behe lfsm ässigen  M o to rb o o t um , u m  die 
Enklave von  V ieques d a m it zu e rk u n d e n . D ie P ro ta 
g o n is ten  d e r  V ideos von A llo ra  u n d  C alzad illa h a b e n

etwas A nm utiges. Sie s tra h le n  e in e  A n m u t u n d  e in e  
ju b e ln d e  F re u d e  aus, d ie  sie zu G eschw istern  d e r  
H e ld e n  von Boris B a rn e t m ach t, j e n e n  v erlieb te n  
F ischern  in  A u  bo rd  d e  la  m e r  b leue. D och  es k o m m t n ie  
zum  e in fä ltig en  K onsens o d e r  e in e r  V erschm elzung , 
so n d e rn  es w ird  im  G eg en te il b eh u tsam  a u f  d e n  T on
fall je d e s  E in ze ln en  g ea ch te t, a u f  je n e  «O rig inali
tät», d ie  -  be i M elville, be i L aw rence u n d  au c h  bei 
D eleuze -  V orausse tzung  je g lic h e n  S chu lte rsch lusses 
( fra te r n ité )  ist: «das heisst wie e in  K lang, d e n  je d e  wie 
e in  R ito rn e ll an  d e r  G renze d e r  S p ra ch e  w iederg ib t, 
d e n  sie a b e r  n u r  w iederg ib t, w en n  sie d e n  W eg (o d e r  
das M eer) m it ih rem  K ö rp e r b e fä h rt, w enn  sie ih r  
L eb en  fü h r t  [...] u n d  d a n n  d em  a n d e re n  R e isen d en  
b eg e g n e t, d en  sie am  K lang w ie d e re rk e n n t.» 14)

( Ü bersetzung : S u z a n n e  S c h m id t)

1) Gilles D eleuze, Félix Guattari, Mille plateaux, M inuit, Paris 
1980, S. 385; deutsch: Tausend Plateaus, Merve, Berlin 1992, S. 
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série), das gew öhnlich für den von Mofas verursachten Krach ver
w endet wird, tritt die U ngehörigkeit der Assoziation von Aus
puff und Trompete noch deutlicher hervor.
3) Siehe dazu das Dossier zu Vieques von Allora und Calzadilla  
im Katalog Land Mark, Palais de Tokyo, Paris 2006.
4) Man denke etwa an die Bewegung der Young Lords in den 70er 
Jahren in Chicago und New York, die zunehm end einen  wich
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Reworking Nature in New York City, MIT Press, Cambridge, Mass., 
2002; Benedikte Zitouni, «L’écologie urbaine, m ode d ’existence?  
m ode de revendication?», in: Cosmopolitiques, Nr. 7, August 2004.
5) Philippe Pignarre und Isabelle Stengers, La sorcellerie capita
liste. Pratiques de désenvoûtement, La D écouverte, Paris 2006.
6) Land Mark, S. 56. (Zitat aus dem  Französischen übersetzt.)
7) La sorcellerie capitaliste, S. 149. (Zitat h ier aus dem  Französi
schen  übersetzt.)
8) William Jam es, Philosophie de Vexpérience. Un univers pluraliste, 
Les Em pêcheurs de penser en rond, Paris 2007, S. 173. (O rigi
nal englisch , hier aus dem Französischen übersetzt.)
9) Siehe den exzellen ten  Kommentar von David Lapoujade, in: 
William James, Empirisme et pragmatisme, Les Em pêcheurs de pen
ser en rond, Paris 2007, S. 51 ff.
10) Ebenda, S. 79. (Zitat aus dem  Französischen übersetzt.)
11) Gilles D eleuze, Kritik und Klinik, Kap. 10: «Bartleby oder die 
Formel», Edition Suhrkamp, Frankfurt am Main 2000, S. 118.
12) Über das Kosmisch-W erden der m odernen Kunst als unbe
grenzte A usdehnung der technischen  Phantasie, siehe Tausend 
Plateaus, S. 460 ff.
13) David Lapoujade, ebenda, S. 76. (Aus dem  Französischen  
übersetzt.)
14) Gilles D eleuze, «Bartleby oder die Formel», ebenda, S. 119.
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