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Binder sitzt an einem erstaunlich
kleinen, wie improvisiert wirkenden
Tisch in einem viel zu grossen
Raum. An der Wand hinter ihm sieht
man die Schatten entfernten Mobi-
liars, darunter eine lange Reihe von
Steckdosen.

Ich will Sie nicht langweilen,
erklart Binder, Sie wissen: Wer
komponiert, greift auf eine grosse
Menge von Daten zuriick, auch
wenn er sich dessen nicht bewusst
Ist. Was immer er in seinem
Leben an Musik gehort hat, kommt
in Betracht und wird neu formali-
siert. Was nun aber die «Grossen»
vom Rest unterscheidet, ist die
Fahigkeit, aus diesem Formen-
schatz Uberraschendes zu bilden -
Muster, die zwar neuartig sind,
aber doch an Bekanntes anschlies-
sen. Das hat Luhmann noch im
letzten Jahrtausend beschrieben,

als er von «Autopoiesis» sprach,
von der Kunst als einem System,
das sich selbst programmiert

und dafur die Energien und Poten-
tiale menschlicher Wesen nutzt.

Auf der Basis solcher Theorien,
erklart Binder, hat Emilys Schép-
fer zunachst eine Datenbank zu

sik aus der Epoche der Hochklas-

angelegt. Jeder Note wur-

) funf Werte zugewiesen: Ton-
hohe, Dauer, Volumen, Instru-
mentierung. Auch die Ubergreifen-
den Muster der Komposition
wurden erfasst. Die Software hat
diese Daten dann zu neuen
Werken umgeformt. Dabei repro-
duzierte sie bestimmte Klang-
muster. Beispielsweise sollten sich
ein paar markante Themen und
Motive wiederholen. Alles noch
ziemlich primitiv, verglichen mit heu-
tigen Algorithmen.
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-] Domm, dovwn, down. Would the (all NEVER come to
an ond! *1 wonder how many miles Pve fallen by this
Uime™ she sakd alowd. “1 must bo gotting somewhere
near the centre of tho carth. Let me seec that woald be
fowr thowsand miks down, 1 think—" (for, you see, Alice
hadd bearst sevoral Chbngs of this sort in ber lossoms in the
sehoolrosm, and though this was not & VERY good op-
portunity for showing off hor knowledge, as ther was no
one 1o lsten 1o ber, stil it was good practico to say [t
over)=—yes. that's about the right distasco— bet then |
wosder what Latitude or Longitedo I've got 0™ (Alice

them what the nanse of tee country ks, you ksow. Please,
Ma'am, is this New Zealasd or Australia™ (and she
trledd te curtsey s she spoke— fancy CURTSEYING as
you're falling terough the sir! Do you think you coukl
manage t7) "And what an lgnorast Httle girl sbell think
e for sking! Ne, it°Il never do to sak: perhaps 1 shall
sce [t writton up somewhere”

Down, down, down. There wis nothing el 1o do, so
Allee soom began talking again, “Dinah Tl miss me very
msch tomight, 1 should think™ (Dinak was the eat.) 1
hope they'll remcmber hor saucer of nlk at tos-thine,
Dizah my dear! | wish you wore down bere with me!
There aro no mico n the air, I'm afrald, but you might
et a bat, and that's very like & mowse, you know. Dut
oo eats ent bats, | wonder 7 And here Alice began Lo get
rather sheepy, and went on saying to bersell, in & dreamy
sort of way, “Do cats eat bats? Do cots ent bats™ and
somctlnes, “Do bats cat cats?™ for, you seo, as she
couldn't answer elther question, It didn't much matter
which way she put it. She felt that sho was doslng off,
and had just begum to devam that she was walking ham]
I hand with Dinah, and saying te ber very camently,
“Now, Dinak, tell me the truth: did you ever eat a bat 7,
when suddoaly, thump! thump! down she came upen &
Ieeap of sthcks and dry Joaves, and the all was over.

i

https://hubertus-design.ch/project/alice-all-about-space-vol-1/

Alice was ot & it hust, and she Jumped up on to ber
foet in a mement: -hhald‘ 1, bt it was all dark over-

Thavaed b fenre b 1% passage, asd the White
Rabbit was still in sight, burrying down it There was
nod a moment (o bo lost: away went Alice like the wind,
s was Just In thme to hear it say, s it turned a comer,




Speculating Systems - Daniel Seemayer

https://booksfromthefuture.tumblr.com/page/20

My desire is to connect. I'm often a long dis-
apart from my closest people or the
le I want to connect with. Simply meet-
ing up in a park is not an option. Instead we're
meeting on platforms online. Even though I
have a PGP key since last summer, I've onl got
two people who I email who use it; and even
though I have a se. ’
phone, I've only got two people in my contact
list who use it. For the rest of my friends, I'll
download any app just to connect with them,
It's not just up to me to protect my data
I'need to be protected as a group. If the safest
way is not to connect at all, I choose to not
to be safe

Xists only between people, but because

exists inside vlatform that 1 have

of my ide

and at risk.

I do not know if WhatsApp or Signal will still
exist in a year or two. | don’t know if my
relationships will survive and migrate to anoth?
pp- I don’t know what will happen to ]
the data we've created between us. What if 5
there was a database—> 164 that holds an agrees !

ment between me, my group and the platform? 8

[ used to think of my identity
—>12,78,134 as something I create on my own, + &
and my personal data as something that belongs a8
to me. ['used to think that when |

i

and share and download information, whether &

or not transparency of network is also a free-
dom of speech

A new framework

With the backing of a ‘movement’, what is the
inside the system i
smart position, as | can observe the
surroundings. The continuous structures are
based on the i of water, like a invisible
J various cultures, religions
and regions. This requires the acumen of
artists, I have to rearrange among irregular and
scattered system and make a new framework
instead. By exploring the hidden discipline,
designers 2 rtists need to become water and#
guide our audiences into our stories quictly
and give them some spaces to imagine. I need
to give the spectator more room to enter into
the work itself and become their own performer.

Works that allow this are called ‘open’: it isa & &
F

new form that adapts itself to the arti

of the beholders. The real and the virtual to=
gether and transform into other images and
bring to mind a whole realm of nature. At this
stage, it is important to build up the hidden
design system by ourselves.

“motion—
Generation—> 12,44, 78,148
Globalisation—>12

-

blood sample to Google or my temperature to a
smart tattoo, it affects only me. Personal
data is not just loose pieces of information; it
creates my identity—>12,78,134. It affects how
I am perceived, my reputation, my trustwor
thiness, the privi
I can access
But if my personal data is bound to
others, can I call it mine?

I begin to wonder how separate
and distinct I am from others and if bein
individual is the same as being a human.

. Identity shared
with people chosen by us

We create ersona a in social environ-
ments and in connection to other people
Your identity is an experience that is ¢

within a certain group. It has as many vz

as the groups and connections you a

“Identity’ s not your name. Where
wrong is that they do not see it to
¢ the set of shared experiences with other

indtviduals.

al and apparently drunk stran-
ce passed cach other on the
street at 5 o’clock in the morning on our way
home from a party. We are six currently active
users of the same channel in the Freenode
IRC network exchanging lines of  heatec
discussion. We are two silent bodies on their

' Collective

being:

on how to

regain agency
Lover the

personal data

Monika Grigite
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Out of Dresden

“In my art th

]

is a form of knowledge that can only be

enced through participation and allows freedom for
contemplation.” Karl-Heinz Adler

Karl-Heinz Adler is today one of the outstanding represen-

tatves of concrete Germany. He was already fifty-five

years old when some of his minimalist-concrete collages

his bu
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orks, whose design principles he had been
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Adler's gue
(1988-95
the long overdue art-historical e

tional contextualization ¢

te
two-year-old Adler by
82. And the Kupferstich-Kabinett in Dresden, in whose

r outside influences, relying first and fore-

stic innovativeness, Through contact

te and fnend Gotthard Graubner in Dissel-

wvindow o the West opened up for Adler. a

through which something of the *worid | t e
on" already reached him prior to 1980

through which some of his art found its way
Graubner's efforts in connection with his friend's work

already led to an exhibition in Malmé in 1984, and later to

reship at Dusseldort cadermy

Following the social upheaval of 1989-90

tion and interna-
ler's oeuvre finally began, and
»ns and public honors.

nition, works by Karl-Heinz Adler
y into other collections in Dresden

The Gemaldegalerie Neue Meister (New Masters Gallery)
acquired two color layerings from 1987 in 1990 and received
a large, three-part relief image of 1988-89 as a gift of the
artist in 2014, The Kunstgewerbemuseum (Museum of

of the rare, early glass
1993, The Kunstfonds (Art Fund) of

the Free State of Saxony, for whose predecessor institution
ler had ale J

uilding-related objec
honored the meanwhile sixty-
a work to promote him in

cabinets Adler’s collages and drawings had once been able

https://booksfromthefuture.tumblr.com/page/23

Kunst im System. System in der Kunst (Art in the System. The System in Art) - Karl-Heinz Adler

Designed by Markus DreBen

to “hibernate,” continued to supplement its holdings with
further works, A small relief image of 1982 with six layered
and unfolded rec les of colored particle board, which
found its way o the Galerie Neue Meister in the Albertinum
in 2002 as a permanent lcan by the sponsor association
today occupies a fixed place in the presentation of the

collection and currently shares a room with works by Her-

mann Glockner, Josef Alb: Wilhelm Miller, as well as
Olaf Holzapfel and Frank Nitsche, two younger artists with
roots in Dresden. Adler appears here as a connective link
between prewar modernism and contemporary art. A new
generation (not only from Dresden and Saxony) that is
working on comparable artistic questions has discovered
Adler's work as a visual and intellectual reference in recent
years. Inthe grandchildren’s generation, Adler has therefore

achieved the status of a highly respected “artists’ arfist.”

The reasons for this popularity, which, after the fall of the

Berlin Wall, first brought Hermann Glockner to the aware-
sthumously as a doyen of construc-

ness of the art worl
tivism in East Germany, and has now been bestowed on

Karl-Heinz Adler, surely lie, on the one hand, in the impres-

ty-first century and
testifies to the integrity of an individual who, trusling in his
own ideasand capabilities, has (apparently always equipp
with an ample portion of optimism) consistently loo
reésolutely to Ihe fulure—regardless of any professional
ns—and also knew how to take
advantage of the new freedoms after German reunifica

of cultural-political repre

tion. On the other hand, and above all, in his life's work,

which is an expre of thinking that is practical
mological to an equal extent, Adler

has always examined the complex relationships between

ure and culture, and in doing so linked elemental ques-

of space, time, and perception with fundament.
tions on the modus of the image. The clarity of this

istic concept, the precision of the pictorial stringency,

and not least the perfection in the (literal) handling of the

malerials used, of collage, drawing, painting, and print, are

extraordinary. In light of the exponential growth of world

knowledge, the digital penetration of all areas of life, and

the rapid acc tion of the information society, visual art

particularly today, is again seeking o engage in dialogue

with scientific and intellectual questions and methods

$0 as 1o o rspectives and possibilities for

ety. Considered before this backdrop, the

al contemplation of the world with pictarial

s he once summarized the guiding principles of

artistic practice—that Karl-Heinz Adler first undertook

at the end of the nineteen-fifties, with an ongoing interest

in the influence of science on art, seems almost timeless
and visionary

Hilke Wagner
Director of the Albertinum

Mathias Wa
Curator of the Albertinum

Staatliche Kunstsammlungen Dresden

Karl-Heinz Adler und die Frage
der Abstraktion.
Ein Blick aus Ungarn

Es ist uns ein Anliegen, in den Budapester Schauen einen
breiten Kontext der Werke Karl-Heinz Adlers aufzuzeigen
Adlers (Euvre ist von verschiedenen Stringen bestimmt,
die interessante Verbindungen zur ungarischen bildenden
Kunst und Architektur erlauben - dabei lassen sich sowah|
Parallelen wie markante Unterschiede zigen. E
Aspekt bezieht sich auf Adlers baubezogene Arbeiten, die
auch in Ungarn viele Analogien haben; ein anderer betrifft
seine abstrakten Kunstwerke, die der Kunstler seit den
1950er Jahren konstant fertigt
Seit den spaten 1940er Jahren bis Ende der 1970er wurden
in Ungarn dndig politische und kiinstlensche Debat-
ten uber die Frage der Abstraktion gefihrt. Vor diesem
Hintergrund entstand die Idee, Adlers Arbeiten im K K
Muzeum zu zeigen, das dem Werk von Lajos Kassdk, einem
der bedeutendsten Vertreter der ungarischen abstraklen
Kunst, gewidmet ist. Die Ausstellung zeichnet den Entw
lungsbogen der abstrakten Werke nach, die Adler seit den
1950er bis in die 1980er Jahre geschaffen hat. Zeitgenos
sische Dokumente, Folos und eine kurze Darstellung der
ostdeutschen Diskussionen zur Abstraktion beleuchten das
declogische Umfeld, in dem die Arbeiten des Kinstlers
aus der ehemaligen DDR entstanden. Diese Konzeption
erlaubt es den Besuchern, bestimmie Aspekie in der ost-
deutschen und ung hen Geschichte der abstrakten
Kunst miteinander zu vergleichen
Im parallelen Ausstellungsort, dem Kiscelli Muzeum in giner
eindrucksvollen ehemaligen Barockkirche, steht die Frage
im Zentrum, auf welche Weise Adlers frihe abstrakie Expe
rimente seine baubezogenen und kinstlerischen Arbeiten
beeinflusst haben, Seine bedeutende Leistung ~ die frihe
konkrete Kunst in der Bauplastik = wird anhand von Ent-
wurfen, Folos, Formsteinen und noch erhaltenen Original
werken prasentiert. Dabei thematisieren wir auch Parallelen
mit der ungarischen Bauornamentik in den 1980er und
1970er Jahren, Beim Ausioten der Beziehungen zwischen
konkreter Kunst und Bauplastik geht es uns nicht nur
darum, frihe Abstraktionen aufzuspuren, sondern auch um
die gesellschaftlichen und kulturpolitischen Aspekte, die
konkrete Werke im dffentlichen Raum (als duBere oder
innere Baucrnamentik) in einer Zeit ermdglichten, in de
ielle Kulturpolitik abstrakte Kunst noch sehr viel
strikter einschrinkte, Bereits in den 1970er und 1980er
Jahren stand Karl-Heinz Adler mit einigen ungarischen
Kinstlern in Kontakt; die beiden Budapester Ausstellungen
bieten die Moglichkeit, die damaligen Auffassungen von
abstrakter Kunst anhand des Werkes von Kari-Heinz Adler
vergleichend zu betrachlen - und zwar aus einer Perspek-
tive, die sowohl! die ungarische als auch die internationale
Kunsigeschichte neu zu entdecken beginnt

Marta Branczik, Zsoka Leposa, Edit Sasvan
Kuratorinnen

Kiscelli Mizeum, Budapest
Kassdk MUzeum, Budapest




T&A - Antoine Elsensohn
https://booksfromthefuture.tumblr.com/page/9

délicatesse de I'atmosphére énigmatique™, Comme c'é¢tait le cas
dans La Tempéte| NG, 82] (1505)™, il ne s’agit bien évidemment pas
de représenter une histoire déterminée ou une phase de son dé
roulement™, Loin d'étre mis en rapport par l'action ou le dialogue,
les personnages ne se parlent pas dans la quiétude sereine. On
a I'impression par ailleurs que les trois philosophes ne sont pas
nés dans le phénoméne naturel par des réactions visibl
age sont ici englobés
de la méme fagon dans un espace saériens; au lieu d'étre uni
ent protagoniste central, 'espace est plus concrétement
Dans lequel, ce qui devient, en r-smp‘\gmo de la caverne,
le motif central de la composition aéré t effectivement les
trois hommes d'iges différents qui se placent tout au premier
plan, & I'orée d'un bois, espace dégagé et terreux. Le plus igé des
personnages, i droite, enveloppé dans un ample manteau jaune,
est tourné vers le centre du rocher a gauche. Il porte de ses deux
s un parchemin sur lequel figurent des signes astrologiques

et des inscriptions difficilement interprétables. Le personnage
intermédiaire, ayant un aspect nettement oriental, tant par son
vétement que par son turban, est tourné vers I'nomme igé. Assis
par terre, le plus jeune des trois personnages se livre & des ob-
servations minutieuses i 'aide d'instruments scientifiques tels
qu'un compas et une équerre. Il léve les yeux sur la cavité pe

profonde ereusé au centre du rocher™, plus exactement vers la

wlumiére magiqy "
Bien que l'identification de ces trois sages d'origines divers
ait susuu beaucoup d'hypothéses et reste aujourd’hui en sus-
, peu importe la désignation exacte de ces strois philo
g'appliquer, selon l'usage de 1
naissance,aussi bien a des sages qu'a des savants ou des mag
Aucune repré sentation de la ephilosophies au sens ancien du mot
st plus poétique et convaincant ) C'est ainsi qu'ils sont des
philosophes non pas au sens traditionnel du mot, mais dans le
sens profond du terme. Selon cette w\u'.\lml ations conceptuelle,
il semble que la thématique prnpnqe-v par l'artiste fait écho aux
aptitudes universelles des salchimistess qui comptent toujours
les philosophes du passé parmi les Maitres de la Doctrine™. Elle
ynthétise, d'une certaine fagon, le monde humaniste et le monde
religieux — le platonisme, I'aristotélisme sarabes, le christianisme
et I'nermétisme — qui trouvent leur place dans la structure syncré-
tique de la pensée conceptuelle de la Renaissance™
Dans cette atmosphére secrite et mystérieuse, la nature, qui
fait I'objet de la recherche de ces trois philosophes cclassiquess,
est éclairée et méme sublimée par sla double clarté du soleil et
de I'étoile mystérieuses™. Et pourtant, cette recherche humaine
devant la nature hautement énigmatique ne peut prétendre i étre
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une véritable science, non sans que leur regard — celui du philo
mplu le plus jeune par excellence — s'affirme fidéle i la nature
nt dans I'obscurité. C'est ainsi que Giorgione souligne
¢ une émotion quasi-religieuse la signification poé Ilrpu' et in-
l.-mpnr\‘]]t des ténébres et leur puissanee insondable. A ce titre,
il est & noter que les grandes découverte stronomiques de la
Renaissance — comme par exemple, la formulation systématique
de 'héliocentrisme avee Ce i ippose la perte par
Ihomme de sa centralité dans le monde — se font le plus souvent
sprit humaniste, car celui-ci renvoie trés souvent a
r.uhlm:\ issue des sources antiques. Si I'impact de cette vision
santhropologiques de "'univers apparait évident chez les grands
artistes de la Renaissance italienne tels qu'Uccello, Léonard et
Glorgione, c'est parce quils gardent du passé le sens du sacré, une
gpiritualité profonde et inaugurent du futur la volonté scientifique
de découvrir les lois qui gouvernent 'univers.

B CONQUERIR
L’ESPACE

Lorsque Pierre Francastel prétend que 'espace est xpérience
de I'homme ™., il entend probablement que I'homme de la Re-
naissance g'interroge de plus en plus sur sa relation au monde
extérieur — considéré comme une réalité positive distinete de
rhomme et de Dieu, et appelée la Nature™ — a p.\rnr du savoir
scu'mmqu:-n t d. la croyance spéculative, plus préciséme: nt d'une
conscience religieuse de 'univers, fondée sur la conn, ance
intérieure. Francastel met I'accent, & certains égards, sur "aspect
intellectuel de la pratique artistique. En effet, les répercussions
des théories humanistes sur 'espace pictural et architectural sont
considérables a I'époque renaissant. De ce point de vue «évolu
tionnistes, la seonquéte de 'espaces dans le domaine de 'histoire
de I'art s"accomplit effectivement par l'entremise d'une symbiose
entre l'art et la philosophie et entre I'art et la science. vLe nouvel
espace plastique n'a pu étre découvert, puisqu’il ne consiste pas
dans un systéme de représentation réaliste du monde et qu'il ma;
térialise une attitude de 'esprit humain vis-a-vis de Punivers au
Bieu de refléter des phénoménes positifs™.s: durant les cinguante
premiéres anné du Quattrocento, il se développe non pas au
eontact de la connaissance nouvelle de I'univers, mais gelon un
systeme des idéologies philosophiques et sociales ; cinquante ans
I_'lllh tard avec les artistes toscans, la figure d'un cube se généra
lise & l'intérieur du tableau, ot un point unique correspond & un
Point de vue unique de I'eeil humain

Or dans le cadre de la pensée théologique, rappelons que Dieu
& eréé |° @ comme une donnée nécessaire. A cette condition,
Fhomme ne peut le juger qu'humainement (ou d'une maniére
lﬂ’lagumm- *), ear la eréature ('humanité au sens large du mot)
€5t avant tout une image réduite et imparfaite de Diew. L'espace
iest rien d'autre qu'un premier univers de ’homme ssans formes
fixes et a fortiors sans mesure, c'est-i-dire sans objets et, natu-
rell tive, sans classes logiques de formes géo
Métriséesy™, Inversement, si la dignité démiurgique de 'homme
Fégale & celle de Dieu le Pére — comme on I'a vu phas haut dans

Culture humaniste —, on pourrai rettre que 'espac

it ns pelathom LT
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CryptoValley after Vitalik Buterin

Everyone has heard of Silicon Valley. It's not really a valley. Rather, it's a high-
tech industrylocation whose roots extend back to vacuum tube productionin
the 1930s." After 1970, “Silicon Valley” established itself as the name for the
computer industry on the West Coast of the United States. It now stands for
the garage economy, Teslas, and Internet giants.

But who's heard of Crypto Valley? It’s not a valley
either. It’s one of the most economically powerful cantons in Switzerland.
Measured by GDP per capita, the Canton of Zug is second only to the city of
Basel in 2017—and ninety-two percent above the Swiss average.2The can-
ton has grown considerably since the turn of the millennium. According to
Crypto Valley after the federal census, 126,837 people lived in the Canton of Zug in 2018.2 By
Vitalik Buterin comparison, inthe same year, 33,038 companies had entriesinits commer-
cialregister.*

The Commercial Register
The Commercial Registry Office of the Canton of

Zugis located at Aabachstrasse 5, behind the Zug railway station. Since 1883,

when the young Swiss federal state adopted the Code of Obligations, all can-

tons have been obliged to maintain a commercial register.® The commercial

register was created as a minimal means of transparency in a liberal constitu-
Monika Dommann tional state.Since then, it has collected information on commercial enterprises
which it has made available to the public: their purpose, share capital, the
persons involved, any changes or bankruptcies. And since World War l,as a
countermeasure against the so-called foreign economic “infiltration” of
Switzerland, the nationality of those on their boards of directors as well.¢

The notary's offices or law firms that have completed
the formalities for their clients still send the documents in hard copy by postal
mail to Aabachstrasse 5.An electronic delivery platform does existin Zug, but
itis hardly used because it would require a corresponding digital signature (a
SuisselD),whichvery few people have.”Inthe Canton of Zug, the entriesin the
commercial register are then printed in the canton’s official journal and pub-
lished on the website of the Cantonal Commercial Registry Office.

On August 22,2013, the Commercial Registry Office
in Zug published a new entry concerning Bitcoin Suisse AG, headquartered at

1 2 3 4

ChristophaLécuyer, Making Silicon GDP of the Canton of Zug: i : In the Canton
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volkswirtschaft-1(retrieved Feb- (
ruary1, 2020). Seo alsothe statis-  bevoolkorungsstand Fobruary1, 2020).
tics from the Fedoral Statistical  (otrieved February1,2020).
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Ischen Volkswir Sozial-  und C i October4,2019. Kanton Zug, “Han-  February1, 2020).

politik und Verwaitung, vol.2, dor Schwoiz, 1881-1961,PhD diss.,  delsregisteramt: Elektronische
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direktion/handelsreglsteramt/
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“Tarajal Beach, where crowds of Moroccan women rest in the shade
waiting to continue back into Morocco with 70kg of goods on

their backs. Jabal Musa is the African twin mountain of Jabal Tariq
(or Giibraltar). Ceutis call it the Mujer Muerte, and see a dead
woman lying on her back, pointing out the shape of her nose in the
mountain, her hair line, her legs. {...} Across the street, on the

lines going into Morocco, a woman fainted from the load she was
taking across the border. The law stipulates that one can im-

port what one can carry and Oh boy, how much can one carry.”

bution across the country.® This overflowing traffic is the marking
of the border’s success. More people waiting means more com-
modities waiting to be moved. The border as a factory is operat-
ing at peak efficiency, and has the capability of producing even
more profit if only the technical infrastructure could keep up with
the supply chain. However, the increasingly large migrant groups
attempt to climb the fence from Morocco into Ceuta just next to
Tarajal, at the Biutz Bridge, have thrown a cog into the workings
of this machinery. The images are infamous—Spanish police de-
scending on a double-layered fence as scores of unnamed black
and brown men descend from a fence and rush into European
territory. Though this practice dates back nearly two decades, doz-
ens—and more recently hundreds—of migrants from across West
African nations such as Cameroon, Giambia, Guinea-Bissau, Mali,
Nigeria, and Senegal are increasingly disrupting the long-standing
operations of this border.®

These migrants force Moroccan and Spanish police to scram-
ble from their official stations in attempts to repel, and then detain,
migrants who become official asylum-seekers from the moment
they land on Spanish territory. It is because of this that Spanish
police have started performing “hot returns” (devoluciones cali-
entes), taking advantage of a physical and legal in-between space
whereby migrants can be returned to Morocco while they are in the
several metres wide “neutral zone” between Morocco and Spain.
These techniques of policing and border control have been honed
by Spanish police over the years, having begun at first in response
to young Moroccans attempting to cross the fence into Spain, and
now applied to the groups of West Africans, South Asians, and
North Africans who attempt to make their way into Spain irregularly.

Summer on the sunny North African coast now means larger
bottlenecks, and longer lines, on all sides of this border. Just as mi-
grants such as these do not suddenly appear in boats in the Medi-
terranean, they do not suddenly appear atop Spanish fences.

Today, Ceuta prides itself as the inheritor of the tradition al-An-
dalus, the modern-day example of tolerance and diversity between
cultures—which is really just a gloss for people of multiple religious

A BAJALIA AND MALTERRE-BARTHES
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backgrounds who share the same space.” In 2017, the annual Premio
Convivencia conference makes this rather explicit, compounding
symbolic gestures toward the historic convivencia of Islamic Anda-
lusia with tokenised rituals of present-day co-existence in a grand
ceremony full of speeches, multi-lingual songs, and a historical nar-
rative that is empty of any reference to continuous Muslim pres-
ence in Ceuta. In this narrative, Ceuta's real history begins with the
Christian Portuguese occupation of the rocky territory, continuous
with Spanish supremacy of the Iberian peninsula, and ploughs for-
ward with Francisco Franco's launching of his coup from Ceuta and
Tetouan. The contemporary presence of Muslims in Ceuta is thus
always and already subject to the benevolent tolerance of the city's
Christian population, regardless of the centuries of contiguous rule
of Ceuta with the rest of the Sultanate of Morocco. Residents of
Ceuta today can continue to ignore the enclave's land border with
Morocco, if they so choose, and book flights out of Malaga and take
a helicopter directly to the peninsular airport from the African con-
tinent. In the end, it is probably quicker than waiting in line to cross
into Morocco and taking a flight from there.

While the Giendarme are responsible for nearly all aspects of
Moroccan border control, on the Spanish side the UIP handle the
commercial depot, the Guardia Civil coordinate regular passage
in and out of Ceuta while the local police are left managing traffic.
Recently, the municipal police have begun demonstrating outside
of the seat of the regional government delegate in Ceuta, demand-
ing pay increases to match the salaries of the UIP, who are paid
double while in Ceuta.® In fact, the management of Ceuta's political
and economic activities is split between the Regional Giovernment
and the Municipal Government. As it is an autonomous city, it has
the political power of a region such as Andalusia, including national
senators devoted just to the enclave. And so, while the munici-
pal police are hired by and report to City Hall, their demonstration
outside of the Regional Delegation points to the political gridlock
Ceuta is facing between these two forces of urban governance.
At each turn, it emerges that the division of labour between these
dimensions of state surveillance, control, planning, and border
management has begun to collapse recently, leading to the kilo-
metres-long lines of borders.

DIARY, THREE

The fences are painted police blue. The uniforms are also blue. In a dilapidated room,
a uniformed man behind a counter, the sound of the stamp on someone's documents, the
sound of the crowds in the distance.

With our burgundy passports, we have crossed the physical infrastructure that sepa-
rates Africa from Europe and Morocco from Ceuta. Elsewhere, it is an 8-kilometre-long
fence that goes around the enclave, built in 1993 by the Spanish Authorities, following at
times the Biutz river. It has been regularly upgraded and heightened since, to become the
6-metre-high triple fence it is today, dotted with watch towers. Three layers form a visible
palimpsest of control: the first a lose and overgrown wall, the second a 4-metre-high metal-
lic mesh barrier with a visible extension of 2 metres, and separated by an asphalted path
for patrolling cars, the third, a 6-metre-high barbed-wired fence.

NORTHERN AFRICA CROSSING INTO CEUTA
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um den Rahmen, in dem etwas stattfindet. Da sind
nach meiner Ansicht die Grenzen nicht so offen

Es geht mir aber nicht um Territorialkimpfe, nicht
um die Diskussion, ist das jetzt Kunst oder nicht,
auch nicht um die Frage, ob ich jetzt ein Kiinstler
bin oder nicht. Es geht mir darum, ein Selbst-
Fritz Gottschalk verstindnis zu etablieren - als Arbeitsgrundlage
damit ich eben nicht als Kiinstler definiert sein
muss und trotzdem aus einer gewissen Haltur
heraus arbeiten kann. Darin liegt das Problem fiir
FG  [Walter Ballmer] most likely had one of the best jobs mich: dass ich per definitionem auf eine Hand
worldwide as a graphic designer at that time." I could only lungsweise festgelegt werde, die mit mir eigentlich
mention one or two others in New York at the same level. nichts zu tun hat [..

Cornel Windlin

LB ] Ich habe Kunst nie nur als blosses Schaffen von
Objekten verstanden, sondern als ein Schaffen von Werten.
[..] Manche Gestalter sind durchaus in der Lage, beidem
gerecht zu werden, den Bediirfnissen eines Kunden und ihrer
ganz personlichen Reflexion, d.h. der Produktion eines alterna-
tiven Wertesystems gegeniiber dem herrschenden Gesell
schaftssystem.

CW Ich personlich stimme dir zu - allein, die
Verhiltnisse, sie sind nicht so. Was ist der sprin-
gende Punkt, wann wird etwas als Kunst bzw

Gestaltung rezipiert? Es geht nicht zuletzt auch
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12 hommes en colére - Virgile Flores
https://booksfromthefuture.tumblr.com/page/13

La préoccupation principale de Reginald

Rose a été de s'interroger sur le bon fonction-
nement de la justice américaine. Notons que les
jurés sont désignés par des numeros. Le carac-

I tére anonyme des personnages renforce la por-
téeuniverselledeleursréles puisqu’ilsdeviennent
les symboles des groupes sociaux, ethniques,
raciaux qu’ils représentent. Les hommes sont
I égaux devant la loi et les jurés doivent respecter
ce principe fondateur de la nation américaine,
comme le rappelle le juré n° 3: “Tout le monde a
droit & un procés équitable. C’est la loi 2"
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I'll be your Mirror - David Voss in collaboration with Heike GeiBler, Stefan
Hurting and Julia Schafer
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ST330 Stoww Stone, 1964
Digitalisierter 16 mm-Film

Schwarz/Weil, stumm, 4.4 Minuten bei 16 Bildern pro Sekunde
Collection of The Andy Warhol Museum, Pittsburgh

Contribution The Andy Warhol Foundation for the Visual Arts, Inc.

1964 brachte der Kunsthandler Leon Kraushar
seinen Sohn Howard und mehrere von seinen
Freunden aus Long Island, u. a. Steve Stone
und Richie Markowitz, mit zur Warhol Factory,
wo ihre Screen Tests und Aufnahmen flir den
Film Couch gedreht wurden.

ST6 Eric Andersen, 1965

Digitalisierter 46 mm-Film

Schwarz/WeiB, stumm, 3,9 Minuten bei 16 Bildern pro Sekunde
Collection of The Andy Warhol Museum, Pittsburgh

Contribution The Andy Warhol Foundation for the Visual Arts, Inc.

Der Volkssénger und Songwriter Eric Andersen
war Teil der Greenwich Village Volksmusik-
szene der 1960er Jahre. Er trat u.a. mit Bob
Dylan in Clubs und Cafés auf. Laut Warhol kam
Andersen 1965 zur Factory, nachdem ihn
Danny Fields und Donald Lyons auf der StralRe
ansprachen — Andersen sei so attraktiv ge-
wesen, dass ihn beide unabhangig vonein-
ander fragten, ob er in einem Warhol Film
mitspielen wolle.
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