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I need to begin this discussion with a few brief
propositions. I have arpued that the texture as well as the
structure of our present of time i s best called postmodernity,
and in what follows I want to expand that claim tp include some
items not generally thought of as oostmoderns economics,for example,

but also fodd; temporality, but also politice. But you'll see

what [ mean

?M

postmodern; &nd t

all ;ha soon enough,

i need ég specify a few basic featureg of the
first is the supercession in it of time by
space. I have even
in postmodernity, »’, .{h' HsSome z let s jusfr ”odv’
1 kinds of ways, space and the spatial,

nd aesthetic
1/reality of space, has overtaken

ne so far as to argue that t me is abo ished

=

say that for us today, in
the theme of space, the politi

an older modernist emphasis on tile. AOWEVE !
Byt “the principal spatial\phenomneman
Phededhdkdpdkdedbt on whivh I want to inslst is the

that of globalization; indeed I want to say that for me postmcdernity

and globalization are one and the sa « Postmodernity is kHu&dk

as it were the cultural. the superstructural face of what
C .\' ""'- xs
globalization qppgq;9v¢01bo t he infraatructure, the economic reality.

The two terms are two codes which can be\ translated into one
avother, depending on the context in whic

oM
} To argue these presuppositions wo

they dre needed,
d require more than

a lecture in itgelf, and thezsfove let's jusX take them now
il Cper et "i 4'// TEs J
for granted and bcgin on our concrete topic, ose first
A

stop will be art and sesthetics itself. We're going to see shortly,

gs my title hints, that the postmodern involves sonetging of‘a‘

renlay ef-gha megdowmd debate ofﬂ%m over agiadh Wl
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In art, univers l1s are called genres; and it is clear enough that
modernism took as one of its vocations to shatter the generic
universals and to create works which we re gniquq. one-tizf‘
events not to be remated)%&%% sca‘x:cdly

classifigble under the rubric of t his or that genqiy.even

though in ny cases the fossilized traces of the r my

show throu ,In that sense, then, modernism
\h 1S Kasdio

ist, and wished to sabstitute unigue and

here and the
oo dy
was al‘q nomin
unclassifiable o ects for the standardized repetition of the
formulaic and the pMNactice of this or that specific genre: these

vel of mass culture and continue to % aﬂ% -,

be practiced (althogh thekgelves exhausted) to the present da‘y,s 7%

last then sink to the

Fal a,(
How then is the po tmﬁdgrn and i»}s nominal(jsm any

~

different from the modernist ? 4et's be fairly fairly ;%é

general about this: the moderni still aims to produce or create

a work, it is the work that is theX unique and a one-time
formal achievement. We may then draX two corollaries: first,
that the creation of this work is also the creation of a style,
it is style which is essentially unique\about the one-time
work (and when the possxbllities of new ftyles are exhausted,
then modernism wllAenteruwto its termina] crisis). The
second coroldary lies in what may crudely called the relggion
of art, or at least the sense that art is a tdtal vocation, and
that one enters into it as one enters a religioug order; and
that its practice in principle eventuates in a trdascription

of everything in the world. it is to be wholly complgrte and
autonomous in itself, the well-known Book of the World, about
which Mallarmé,famously said that "tout, au monde, existe pour
aboutir au Livre". There subsists in film, but also in a certain

literature (like that of Sebald), a survival of all this, which I



will call late modern, but which no longer concerns us here. 12;'0

1 TS
Now, despite thé?r shared nominaliam}. postmodernism
2 MOFsYhis™
discards most of these!premises. It is no longer a religion of
/ 1

art, but it the practice of art seems to regress to a kind

of handicraft) albeit often 3ﬁf?gcsstrial one., It no longer

has 2aything to\do with style, and for a very good reasoni

style is the mark\of the unique personality; how could it survive

the famous death of the subjectf how could it characterize

the famous "man withoul qualities", the decentered or deporsonalizqu
y%ub“a!\cot!\xm oeund }of indi xdualism: let's sa® that the Abstract
Expressionists were the laxt to have style, to cherish brush-strokes:

after them Warhol or even pamjen Hirsti « And what about -

NEM g
the ObJQCXf for that is the mosd important feature of the

4 a2 —
transitions i m— DT T

—

Many criticsgnd aestheticians have indeed Spokealof tha
av? 1¢
volatilization of thz%object today. This means not onl%\Benjamin's

reproduceability, mtltiplicat}on an F standardization; it also
r'}'c
mean§ the end of the older wbdég such as "the oil painting or

eggmble of the changeover wouwld

ingtallation, which includes a num réof .
Blp 2T Je 4
objects of different kinds, a painting perhaps, but also a / y

[ ¢ o mail 02X
d@yézég\gﬁlkﬁéhlxﬂée. a text, a sample of graffiti, and so on.

None of these objects is the objet d'art, it lies in their

combination &and their relationship, it is space rather than

presence. And it is also if}mereonal. the space of an ‘i

installation cannot have a style in the older sense,

But let me know try to characterize what it is the
postmodern artist seeks to produce (if we =till want to
retain the word art for something which may &lso be seen as a

h <
very different kind of activity, I nﬁ:k a difference rather

than a judgement pena). A SIMP[/ W eg&orfgg

7,

(A



Postmodern art seeks, not an object to be produced, but

rather what I will call, without being altogether satisfied _ {ABia
moybe €VEV .
with the term, a2 strategy, and indeed a strategy of production\ a> mi
|, process A shell,
I don't mean by that a technologly although to be sure technology SY°

A . -

rec /¢

is involved. Warhol's silk-screens can have any kind of visual
content you like, they are a strategy of production, the invention
of a kind of production. They mark an innovation, but I would
want to argue that it is not a stylistic innovation, it is

not the creation of a style: you could call it a style of
production but it is not in that sense expressivi£.kﬂhdk6kdkﬂge /'v%-/
the/:isigs of the moderns, geemed~teabe. I will give a more

extensive example of this new process later on.

It was no doubtafntié pated in the logic of md:dernism at

A
certain extreme moments. RBeyyfs, for example, or Oiticka also

invanted~sgme thing like production processes Aoy 90\

9€Q5ae/tNQ i rhig of~these historiesAs Arsd DivE Nrocess
onéban"wek‘\gpns X Predede seoreani Vgx A te sthulvaTy,
it’%g npex Fieole” exceld —‘FS\'. '1!£b' (t_afe.

iil,' ..: -.r What I would want tq/éinserve here is that
both Beuys and Oiticka also hav

théxes, eertain kinds of
obsessive content puns through their works, in bo th cases
perhaps, although very differently, a preocchpation with the

body. I believe thay/it is such thematic conten®\which is

expunged from the AHostmodern, as time is expunged frow space,

s volume ﬁ% unged from the plotographic. &«,{ 7 W a
,Z%J thonen , o pd
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We can draw a few initial conclusions from these first
observations. First of all, clearly enough the installation
marks a significant disintegration of the o0ld classical system
of the fine arts, if not its complete restructuration. In
a movement characteristic of the postmodern, the urtg’r;Aich in
modernity developed in a regime of differentiation, each tending
towards &4 kind of autonomy or semi-autonomy in its own rightj—|
the arts now in the postmodern raverse that direction and
conflate, falling bick on one another in new and unexpected
symbioses, So it is that photography, once a poor cousin of
painting, has become 2 major art in postmoepnity, but has
also known all kinds of hybridizations and graftings with the
other arts. This is gcmething of an equivalent of the
supercession of fiction by non-fiction in literaturﬁ}~and it
is of course an unsurprisine development in the society of the
spectacle, where we are zlreidy bombarded by thousands of
images a day in real life. But it should also be remembered

that photography is an abstraction of nthe visual and the

tactile, the bodily (ue_haxg.alreagi:penztSned—thu?-ay:it
a rains

1annd5;a¢E%ﬁGié%E/EhprssalL&f‘ﬂxaﬂﬂundn we=AT T RR—ta Y0
this crucied matter of postmodern abstractionbgagzgfgﬁf Neanwhile,
the hybdbridization of the arts gives us yet another reasom why
the search for gome unique density and perfection in any given
art is no longer a viable ambition.

Two more developments need to be mentioned at this point.
If the individual arts no longer have any telos or momentum
of their own (2s in the modern), then it also becomes somewhat
more comprehensible why the avant-gardes should have ceased to

exist in the postmodern. Clearly, this vanishing of the
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avant-gardes as such (perhaps COBRA and situationism were the
last of the species) has other determinants as well, and in
particular the weakening of collective struciures and An
pARBLAUNAr the crisis of politics - I mean of party politics (for
the vawsuard party hadﬂk;ﬁb:zfgtionshio to the vanguard artistic
novements). But has anything taken the pdace of the avant-garde
on the cé&rent scene?

I believe that here again the installation gives us
@ cluer for does this asserblage of heterogeneous objects and
items in a momentary constellation not have its Rdkdikdk macro
equivalent in the very contemporary museum itgself, wit h its
heteroclete shows and its ingeniously themed (and equally
ephemeral) exhibitions? The conclusion is inescapable: the
collective avant-garde has in our time and in pestmodernity been
replaced by the single figure of the curutor, who now becomes
the demiurge of those floating and dissolving constellations
of strange objecta we still call art. It would be worth our

Socia) Qn? eve« olitical

while to pursue the signi 1canc of the emergence of this
new figure, the postmodern curator, who may be expected to have

his or her equivalent in other realms of the information society,

such as medicing, the university, business administration, government,

and the like. Unfor1uneaeiy—thqi_nLJnmuuumiinnﬁw¢=canuq;
prrewe—hy_further<){ase ,

h But if, still pursuing the idea of the installation to
which we now momentarily return, we see this newly emergent
form as a kind of descendent of the old happenings of the 1960s,
then we can observe yet another feature of interest for us,
one related to that ephemerality of the installation or indeed

of the exhibition which we have just touched on. It is indeed

Ay
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this, that the new form of art is not an object but an event. It
is made, not for posterity, or even for the permanent collection,
but rather for the now and for a temporality which may be rather
different from the old modernist kind, This is indeed why
it has become appropriate to speak of it not as a work or a
style, not even as the expression of something deeper, but rather
as a strategy (or a recipe) - a strategy for ptoducing an event,
a recipe for events. (Jumping ahead to politics for a second,
can we not see the great maas demonstrations - what are they

GSh Cvowds~ &
fl. the equwalen% of just such

called in "texting" lanpuag‘

events, rather different from the old-fashioned revolutionary

conspiracies? Symptoms of a different temporality, rather than

signs of the emergence of something like the people oE:XSQoZQZLyIT.)
Budkdhdkdkdkdkdkd One final observation before we try to

say what kind of an event these postmodern kdkdkd artistic

happenings might be. I mentioned technology a while back: did

I add that in our postmodern age



we not only use technology)we consume it, and we consume its
exchange value along with.the rest of its more symbolic essence,
Just as in an older period, the automobile was consumed as much
for its libidinal value and its symbolic overtones as for
its practical use-value, so today, but iph far more cokplex
way, the computer and the Internet and their ramifications -
already well integrated into Utopian political fantasies =

and cultural
have replaced an older artistic/consumption, which they
have both modified and supplanted. Wg:22$;ume the very form
of communication along with its content,

But this distinction - between form and content - now
brings me to the essentials of what I wanted to observe about
art today, in what is not only a postmodern but also a theoretical
age. The great SF writer Stanislaw Lem once wrote a series of
book reviews of imaginary books, books from the future which
neither he nor anyone else would ever write, It was a
prophetic gesture, and demonstrated that you could consume the

idea of a book with as much satisfaction as the real book

itself.

How then to characterize the spirit of the newer
works? I want to go back to that older category of art
criticism which invoked the inspiration, the Einfall, the "idea"
fer a work, and to adapt it to this newer production for
which the“ideiéia a kind of technical discovery, or perhaps
an invention in the sense of the contraptions of the lonely

crackpot inventors or obsessives. Art today \
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1's genersted by a8 gingle bright 1dea‘vhlch. combining form 2nd

cOntent, csn be repeated 8d infinltum until the c22tist's name
takes on 2 kind of content Oof its Own. Thus Xu Bing cOnceived

gv Stro e s
the 1dea of msking up conjunctures of }1neiﬁthat 1o0ked like
re2)l Chinese charscters but were utterly without mesning: we
might think of nonsense words Or aven zsum Or Khlebnlkovas
m2de-up lanpusga, yet these Western phenOmena re2lly hove no

visusal
aquivslent for the/dimension of the Chinese system. Thla was
thus 2 remerkable cOnception or Einfall, 2 dlscovery of genius,
{f you like - provided 1t 1s understood that 1t constitutes
formal
netither s innovetion, nor the elesboretion of a style, nor
1a 1t autoreferential in the modernist sense Or even sesthetic
or estrenging

in the sense of aslterine/perception or intensifying Rekaktkahgkak
1t. The Question that interests me 18 whether we can cell

hencefOrth
this art "conceptusl" in &8 now older and/more traditionsl
gense. I understsnd cOnceptusl art as the oroduction of
ohvsicel objects which flex mentsal categOries by pltting
them sgainst each other[iaa/§¥th“ﬂpgﬁ14c Maratorminstions of
regibxfﬁﬁﬁviﬁ‘tb;\tdéié> Yet these categOries, whether we c8n
axDress them Or not, are somehOw universel forme 1ike Kent's
categOries Or Hegel's mOmentsj and coSnceptual Cbjects are

oV koqn
therefOre 2 1ittle 1like antinomies Op paradbxesﬁen the
verbel-philogophical realm - Occesions fOr a meditztive prsctice.
With Xu Bing and the rest of a postmodern artistic

production for which I take him t2 be paradigmatic, 1t secems
$0 me thet the sltuetion la wholly alfferent. His "texts" are

Lhe y \rfn
as 1t were adaked in theOry, they 2re ss thedretical as ‘visunl,



VIR 3,
but they d° not 1llustrate an idea, nor 4° they offer materisl :2!
for s meditation or a2 mentsl op cOnceptusl exercize. A g
cOncept 18 there, but it 1g siggular, and thls cOnceptusl art
1s nowinslistic rether than universal, I want t0 recall anp
encOunter I fOound suggpestive: 8sking & younger artist whether
2ny%ne still cOpled the 014 masters, 2s Picasso sti]ll dia,
Or JacksOn Pollock, I recelved the rollowing respOnse, no,
we get Our idess from thedory, from resding Bsudrillarg or
Deleuze Or whoever. "Getting Our 1deas": I want to use this
expression to drive home my point here, nemely that when we
100k at wOrks of this kind, we are engeged in s theOretical
Process, that 1s: whot we "cOneume" 1s no longer = purely
visusl Or weterisl entity, but rether the 1de2 Of guch an entity.
What the artists now creste 1s not the "work" in whatever Older
Or nevwer sense, bdt/ne;her\bha\hgag\gf\ygg\EPQs; % )

\
oday we consume, not the work, but the idea of the work, as in

Lem°s/§:ﬁ§1:§5¥Qus; and the work itself, if we can still call
it that, is a mixture of theory and singularity. 4t is not
material - we consume it as an idea rather than a sensory
presence - and it is not subject to aesthetic universalism,
insofar as each of these artifacts reinvents the very idea

of art in a new and non-universalizable form, so that it ‘
is in that sense even doubtful whether we should use the

general term art at all for such singularity-events,



I have not forgotten that I promised to kdkdkdkdkd draw some
analogies and indeed relationships between this new kind of art
oThen c,on1em£oomrz pwctices,Such &<

and some new kind of postmodern economics. But I cannot regsst/
inserting here a different kind of example of the postmodern
aesthetic event: it will be brief, as the portions are in any
case so small. I refer to postmodern cuisine, as it ds exemplified
in Ferran Adria‘'s now famous vestaurant E1 Bulli in what is
sometimes called (he doesn't like the term) “molecular" bookings
The thirty-five courses that make up 2 meal at El1 Bulli are

all unfemiliar looking (or if they look familiar you are in

for a gshock when you taste them). They are no longer natural
objects, or perhaps I should say they are no longer realistic
objects: rather, they abgstractions of the natural - thgzggggg
of asparagus for example, or of eggplant or of persimmoﬁ. has
been separated from the body of its natural container and
incarnated in a new texture and formd not only the famous

foam (whose heyday at E1 Bulli goes back to an earlier period,

I believe) but little caviar shapes, or sauces, or cocktails

and the like. “eanwhile the new form is important in and of
itself, and each new item is recorded and registered (not only
by a written and then computerized recipe, but I think they are
rarely cooked again after that season {2%? gﬁg%:graphya it is
the image that is preserved, and you consume the image, along
with the idea] and indeegz'g r?eovzzi‘r)\?ucncture of elements, in

what is, just like ik postmodern art itself, a unique event.
The older foods, whether in the realism of classical culs%jne or
the modernism of the nouvelle variety, were still classifiable

under the great universals of seafood, meat, vegetables,

spices and the like. These "astronauts® snacks" of El Bulli -



) Teamw T MGVE laulCally escaped the

A SOMerag ““é(’ﬂ(c then -

domination of tKe uri ersal and its naming system; they are

in other words singular in all the heightened significance
postmodern philosophy has given to that term and which we will

eventually confront.

—

Now in all of this I have not lest sight of starting
point, which wasaéékvgggthetic but economic, and indeed turned
on that peculia;Aform of the singularity which is called
the derivative, The postmodern text - to use a mPre neutral
term than work - the postmodern artistic singularity-effect.
if you prefer, is of the same unique type as kHkdRdkdkdkd¥dkd that
unique one-time financial instrument called the derivative -
such is what I have wanted téfiiggés here. Both are at
least in part the result of the situation of globalizatiog/in
which multiple determinants, in constant transformation at
different rates of speed, henceforth make any stable structure
problematic, unless it is simply a pastiche of forms of the
past. The world financial market is mirrored in the world
art market, thrown open by the end of modernism and of its
Eurocentric canon of masterworks along with the implicit or
explicit teleology that informed it. Now, to be sure, anything
and everything is possible, but only on condition it embrace
ephemerality and consent to exist but for a brief time, as

an event rather than as a durable object.



(thé:i§§§§blca No description of the postmodern can omit the

fcontrallty of the postmodern economy, which can succinctly be

characterized aa the dominance of finance capitel over old-faghioned
\_\

’

g:zigiilggggz;-.ollow Gliovann! Arrighl in seelng the emergence
(;f A stage of ffkgnce capital as s cyclical development: ss
Braudel famously gﬁt it, "reachling the stage of finanetisl exbansion"”
avery capltalist de elopment "in ‘eome sense announces 1ts maturity”,
finance capital "1g Q\sign of sutump". Arrighl's thred cyeclical
stages csn bk describeg as imolantation of cepitalism; prodyction (s )
ani\developme L eatu:aflon and financi®l speculftion. After (L
which capltalisp moves on to fresh territory /
\ would /

Sg Any satisfectory account of postmoddrnity/requires us to
read a\proper dfsc ption of\rinsnce ipitallem onto the record,
comethipe we have no Yime for héfe Suffice it to say that the
dlsplacehpent of pl4-fahdoned pr--ﬁ tion and proft by speculsation q;fbﬁj—

on 8 kKind\of futures markat 1§ stoc - 8nd stocks which have

very 11tt14 concrete conte 2t that, \which have but\ the most (7

tenmious 11nks with the 2gfual productio whose value they used

to reapresent s the sburce and bdontext f‘phose myriad\ theories

simulachum, tHe image, specticle soclety, tmmatertislity \
of all| kinds, 1 Alng the various kak curggnt idemo0logies of ’
communication, nance capltsl can be teen 28'\2 new kind of /

\
second-fegree abstnactbon quite different\from the older modeshlst '
& :
¥ind; as\2 kind of meta-signifying system guite 4Aifferent from
Neturafly epovsh |
older practices of the sign - sansuch develgopments have fundasmental
conseQuences for artistic 2nd cudtural production as well as \
Tor monceptuality and d4atly 1ife. _f,,f—————:‘s—-——s_u\~.-ﬂ
e e it
T muet hers howavaer 11mit myself to = single #1lustration

of thle process, slbelt a wery significant one 1ndeed, and that

18 the strange and unicue mutstion of traditionzl i nsurance anad



for reasons that will shortly emerge; any example of the
derivative will thus be non-exemplary and different from any
other one, and yet Eerﬁ;z? a very over-simplified model ‘qff
from(fie abband Lee c:n gimnse of it, along with its \
indissoluble relationship to globalization. They imagine a
U.S corporation contracting to provide ten million cellular
phones to a Brazilian subsidiary of a South African corperation,
Its interior architecture will be produced dby a German-Italian
corporation, its casings by a Mexican manufacturer, and a
Japanese firm will also provide other components, Here we have
at least six different currencies, and their exchange rates
are in perpetual flux, as is the standard norm in globalization
today. The relationship of each of these exchange rates to
the others will then be guaranteed by a kind of insurance;"“
that makes many different insuradce contracts, maybe six or
seven; and it is this entire package of kdkdkdkdkhdknkdkd distinct
insurance consgtacts which will make up that "financial instrument"
which is this unique derivative in qg@stion. Obtiously the

' ol
situation (and the "instrument") wil%;;:?;ar more complicated
than that. But what is clear is that, even taking the old-fashioned
futures maré;:;as a kind of simplified and primit¥ve ancestor,
there can never be another derivative quite like this one in
its structure and reguirements, Indeed, it is more like a unigue
event than it is a contract (something with a stable structure and
a juridical status), Meanwhile, as&ﬁEQS'iﬁfg%&%ﬁé%dii‘gﬁiéf‘{"
can be inspected and analyzed after the fact, such that, for

knowledge, this "event" exists only in the past, The authors

conclude, pessimistically, that there can never be genuine
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regulation of such a transaction since each one is radically .

different: in other words there can really be no laws te

moderate the kdRdkd dynamics of this kind of instrument (which

an auﬁ\or.fey
no 1es§Athan Warrén Buffett has called the financial equivalent

of the nuclear bomb),

;JLI%; Nhatever the political implications of such a phenomenon
“(and there are many), we may acknowledge the invention of

a new kind of concept to deal with it, it is the idea of the
"singularity", a term that has known enormous fortune in the
pestmodern period (even though its philosophical origin goes

back to Duns Scotus), In postmodernity, singularity can be
used in at least four different contexts.

First, no doubt, would come tle scientific use,
where it does not seem clear (to me) whether the term means
something beyond physical law as we know it, er something
anomalous which has not yet been explained by scientists
(but which will eventually fall under an enlarged scientific
law of some kind, yet't; be theorized)., What is useful here
is then the notion of a singularity-evenl‘t'.ksohaich./aacs/<irf’ %l(ee
financial dynamics of derivatives we have/}ust outlined, lies
on the border between an unrepeatable event in time of some
sort and a unique structure which may come together just once
but which is nonetheless a structure of some kind and susceptible
to structural analysis.

In Science Fictionthis clearly becomes the dominant
ambiguity, but kdkdkdk rather than with the black holes and
sub-atomic peculiarities of the physicists, it is linked to
computers and artificial intelligence. Here the singularity
is is projected as a leap or evolutionary mutation of some
sort, something that can be dystopian or Utopian according

b &
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to the context. Dystopian singularity would be the emergence

of a mechanical species that transcends the human in its
intelligence (and malignity) as in’fhn 1:;minatcr series or
Battlestar Galactica. Utopian would then be the emergence of /
the posthuman in/;gzherto human species, a kind of mutation

of the human in a new hybrid or android type of superhuman
intelligence within our own human nature, This use seems the
farthest from the usage that interests us here, save that its
visionary notion of a period or evolutionary leap does somehow
correspond to the old modernist teleology of art, - make it new,
invention, destruction of the past, emergence of new perceptions
and new forms of experience, and even new kinds of human beings
as in avant-garde politics., This Utopian strain is then still
very much at least a subterranean current in contemporary or
post-contemporary Science Fiction, and thus testifies to the
on-going awareness of a historical change, as well as the
stirrings of some deeply buried and feeble sense of history and

the future,

Clearly it is the philosophical notion of singularity

which is the crucial one for us, insofar as it steadfastly ﬂulw/“

repudiates traditional philosophical notions of universals, 4+ i d
A ‘4

and of the traditional scheme of those particulars or  —

individuals which are subsumed under universals, The caﬁzgﬁt
o even [
of singularity (but can one/call it a philosophica concept(

( in that

1
\ the absolutaly uniqﬁe.

\ medieval philosephy and \

the return ofl
identify/nominglism as a fundamental feature of modernity

. g vl mor e '
(and p Z ’iig{-‘%re 10”%1‘ postmodernity). Adorno's

P

| universalism; and tq that degrée Adorno is right kdkHkdk to \



Und Covee o Cumend] '\;/‘\ [/'u;q 0, 2 x‘l( o Z'Zfa(‘a‘_‘,{
//)’ﬁlé’ C{ ( )){;’Z‘? ‘1{1“712, ciﬁ"i-)('(’i:éj? L/.r»‘x-‘-c/u}’) /4@ /?

This is in fact a return to the old quarrel between realism and nominalism in the Middle Ages where
universals and platonic ideas are considered mere empty words designed to bring order to a world of
absolutely unique and ungeneralizable things and substances. Universals are thus mere flatus vocis,
empty sounds which have little enough to do with reality.



1 want. q;P%use~hov0-to observe that I do not consider { 25;'
the descriptiZQ:I‘ﬁave been giving here to be some properly ‘
postmodern philosophy. There is such a thing nowadays, there

are philosophers who endprse what they call postmodern philosophy
as their slogan. I believe that such a philosophy is associated
with two specific causes, namely anti-essentialism and anti-
foundationalism. These may be described as the struggle against
any normative idea of human nature, and the repudiation of any
ultimate metaphys8cal system (any idea of nature as such), I'm
perfectly willing to endorse these principles, to which I

would add constructivism and also a certain historicism (often
called relativism by the philosophical enemies of so-called
postmodern philosophy)e But 2ll these principles were already
inherent in Sartrean existentialism, and so their compression into
a single program is scarcely surprising (at least to me, who

was always a Sartrean in the first place).

But I am now not in the process of proselytizing or
advertisi ng for this system; rather I take so-called pos tmodern
philosophy as yet another symptom of postmodernity as such, along
wit h the other features I ;;;;fbeen describing, such as the work of

art, food, derivatives, and so forth., Indeed, in order to grasp

,<\ / . s
the significance of postmodern philosophy &"’{ ofy ){’*f’r-utﬁi.é\ o _
we must move from the philosophical

level to the socio-political one, in which the struggle against

universals inherent in the very concept of singularity is
a stomuggle against hegemonic norms and institutional values,

whether cultural or juridical. Universals are here felt to
?
be normative and thereby oppressive and binding on minorites

)
andoindividuals. If you posit some universal human nature, in other
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words, you are already affirming a norm from which all deviations, ttif}
whether collective or individual, can be denounced and condemned, gtg;‘
And to denounce such norms kdk becomes a burning political

issue, as in identity politics and the politics of secessionist

groups and marginal or oppressed cultures, Feor at their outer

limit the hegemonic or oppressive norm can reach genccide and

the ideals of ethnic cleansing, something we witness everywhere

as a reaction agalbe%m nghﬁaﬂzW\gve\ergagy
d * dJ d M’\R/mm'\b&b\&l” against wel’\/q (/Sm
o o

%A terioration of national autonomies under globalization.
o3

& Yet even this seemingly legitimate resistance to oppressive

v

norms and universals remains dialectically ambivalent.

The most dramatic examples are to be found in the areas
of feminism and gender preference: forfhto assert kdkdrdkdk
universal rights flor women is also necessarily to challepge
cultures in which another status of women is prescribed;
the doctrine of universal human rights is still a doctrine of
universals., Yet the repudiation of such universals is equally
contradictory: for just as individual cultures can challenge
the universal norm of ah ascribed human nature (nowadays
generally an American one), so also women can challenge the

universalizing norm inherent in this or that cultural custom

\
or "law". | Singularity would in that sense seem to remain a

\bﬁfgi;*;;di dugl df?iir and yntranslatable to a collective

heform of religion). = —— / I\m'\lq(

_ Ve~ have alrpa y implied, however, that s;pfalqyities

? ”\
or the ce xist o:‘}y6,ojter/léJe ' thé/ﬂéo ic Tevel”
of tﬁe de 1vat1ves and \C¥hance capital; and that aesthetic

level to’ which we hdkdkdkdkgdkd now come.



Now we have very little time Edkdk to deal with what are
perhaps our most important topics - the transformations of
subjectivity and lived experience in the postmodern, and the
transformation of politics. You understand t hat as with philosophy
I have my own opinions, my own judgements, my own preferences,
about all these things, but I am trying as much as possible to
give a relatively neutral description of kdkdkd historical
change, & historical transformation on all levels, which I
believe to have happened or to be in the process of happening.
It is not a transition from one mode of production or even from
one society to ano ther, we are still vefly much within
capitalism: but it is at least a change from one md:bent of
capitalism to anoC;her. and has momentous consequences for
all kinds of structures and experiences, as I have tried to show.

As for subjectivity itself, and personal experience, I've

already mentioned a kind of displacement from the exper%fgnce ef
time to that of gpace: but surely the center of our subjective
experience, our phenomenological or existential, experience,
remains temporal. We would then in that case need to see what
temporality kdbitkdkdkd feels like under the regime of space, and
I think this involves something more drastic than the old
Bergsonian critique of spatial experience in terms of some
deep time of the é&an vitals I t hink it could be argued that
all the fascination of modernism with deep time - not only

in Bergson, but also in Thomas Mann or Proust -téﬁgh fascination
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C)\ It seems appropri@te enough to begin with space and tinea fo

ity can cért hnly be’ chgracterized as the increasing
ce of fthe tial over he,demszal. iter ture

//Amport ncé/of deey time in
r

in Thomas Mann, in Platonov

r exdmple, /Think of

ssics. in/Proust
urence. I think it could be argued that all | é;ﬁf
temporal fasclnation derived frem the unevenmess of the
mddernizing world - the coexistence of slewer village or rural
temperalities with the dizzying rapidity of the big cities and of
industrializatien. But modernism is in that sense the expression

of incomplete modernization, and we can draw the conclusion

that the postmodern is what we get when modernization is complete,

when

when the countryside is abolished (that is to safohe peasantry/ have

kdRdkrkdkdknkdknkdkdtdkdk become wage workers and the older

agriculture has been transformed into agribusiness), Now, in

-

more
this/complete modernizatien, even the differences between %z:%g;;w
industrial labor and the life of the city b urgeeisie is effaced

g fo;
everyene has Qe!og,eeﬂ{%nzer, evef 1?33 has become a shopping

mall, space has beceme ankdhﬂtdkdkihakd infinite extension of
surfaces which are imageej and Difference - a temperal phenomenon =-
has given way to Identity and standardization, You will observe
that this is still only true in a few privileged spaces and
countries in the world: but that makes my point, namely that

today what constituted uneven development lecally and nationally
has now been projected onte a global scale. culture itself

has become a space of uneven development, | as we Tind reflected

in- such'works as ‘Pascale CasanOVa'é'WOrid‘Regublic-df—Ietterse\

o 1/
The connectien to globalization is clear: this sense of a

)



glebal or world scale could not have been possible in the modern
peried, the peried of imperialism, of metropelises and colonies;
it could only have beceme possible after docolonizatiuq,,tﬂdlﬁual

But in our present context, jt is rather of business
thatfe have to speak than of natkenal liberation; and it is not
even of immense new multi-natienal corperatiens (vastly beyond
anything Lenin had in mind by monopoly in an older medernist
peried)y We must speak of the communicatiens technolegies that
make these Bigantic business transnationals possible, and
this is a topic which leads in many directions. MacLuhan would

i

V

certainly have identified the computer and the Internet with fundamental

modifications of subjectivity, and he would have been righty /but
W%MW\E /mndec_that/dpegificrubeic.

The cultural specialists m‘%chnology would then have their

ewn word to speak on its tranafornatlon of the body and of

the phenomenology of the object world: it seems to me no accident

that cultural theory teday has been so rg@iqglly transformed by

the technological perspectives of the new media, S

We 've already underscored the significance of finance capital,
in this context, however, it remains {0 stress the way in

which, in computerization,



ip.which spatial distance is now translated 1nto a virtual

3 too
temperal simultaneity, and in which, in other wor sv\spaee

abolishes time., Investments, speculatien, the selling off of
acquisitiens
whole national currencies, divestments and kdkdkdkk, the

commodificatien of a future you can buy and sell - kdkdkHkdkdk

hdwdkpikdudkdkdhdkdkdpdkdk the newer communications technolegies

have accelerated these processes to the point where the passage

of time, Bergsonian duré;. has been virtually eliminated. As

can be imagined, such an eclipse of time passing seriously

modifies human experience if it does not in fact gravely

amputate it. (;alter Benjamin already thi/,q\\ when he -

évoked e qme geno T tﬂ;\drean-birég:zixgn\gsy rrou m the -

kmel f bor”ﬁoy. 1565;?1113 gsred any more, the;; are \
o 1 er any provinces or any proevincials: %n the 20th

century the filmmaker Ken Russell predicted that in the twentj-

first century standard feature films would run no lenger than

fifteen minutes; and in a sense he was right and pepular culture

gives us many hints bfik¢hd prikdkdkd about this phenomenon,

whose equivalent is the disappearance of plot. Actien films

téday really have no plot, the latter is a pretext for explesive

events that fill up minute after minute of the viewing.(?& call

this the end of temporality, the reductien to the Body and the

present. What is sought for is an intensity of the present,

the before-and-after tends to disappear. And clearly enough

this is something that happens to our sense of histery as

well: no previous societies have had as little functional

memory, as little sense of the/2;::°:;cziis one; and clearly

the disappearance of the past entails the disappearance of the

future as well in the long term., No one believes in long term

CVe 4
societal change any longer; our present is hemmed in by d\3graa A/41| A



B 2ikhen mame ez &
of the past asjfailed or successful modernization (it simply means

getting rich), andAa\ionception of the future as impending natural

and ecolegical disaster, Such are only some of the censequences

of a primacy of space over time in pestmodernity.
All of this has much to do with the transformation or

the individual subject today: at the first stirrings of
postmodernity, the structuralista and peststructuralists spoke

ef the "death of the subject", by which they meant, in less
melodramatic language, the ineepeasing fragility and vulnerability

of the mlder bourgeois individualism, its deterieratien under
conditions of large-scale institutiens and the declino of

that capitalist competitien which brought ithjnto being\

the first place as 3\0(‘, ary IVC ab? rrcfs ‘and Oedipal
jdentity. All of the features I have attributed to aome

properly postmodern subjectivity are to be understeed in

terms of that process - the reduction to the present, the

body as some last reality to surviva the exhaustien of bourgeois
culture, the mutability and changeability, variability, of S r" O
moed replacing the self-confident stances of an older emotional, Y
system, —_— \Qj/
_ \() Hew much more so, then, will not subjectivity be transformed
when opened to the vicissitudes of that even vaster landscape
which is globalizatien itself? No longer pretected by family
or region, or even by the natien itself and national identity,
the/::::gence of the/;zégzzzbi:to a wofSld of billions of

anonymous equals is bound to bring about still more momentous

changes in human reality. 1This is the moment when we pass oveT

\
postmodernxty. rh1ch have been characterlze politically by '

Wfron postmodern subjectivity to the new sooial condio\;ns of \

what is often ca{}ed identity pqlitlcs. But we have to be
more precise about kHkdk such terms. WHikdkd whose dialectic

' Rdkekd confronts us with an unexpected paradox. For e
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it is a noteworthy and revealing, symptomatic social fact that

propriately and 1\

/ihe term identity politics is also just as
just as of I

rmed ‘the oli cs|of differente; aé//fh
almost He lian eq ivale ce pf Iddntity and Di erence af ords
a significant i {y;t into’ the nature of this new political \
phenomenon, which is not to be confused with an older national;sx//

or ethnic or religious dynamics — T — e
In¢h%;3$| can look at globalizatien, or this third
stage of capitalism, as the other side or face of that immense
movement of decolonization and liberation which took place
all over the world in the 1960s. The first two stages of
capitalism, the period of national industries and markets, followed
by that of imperialism and the acquisition of colonies, the
development of a properly colonial world economy - these first
two moments were characterized by the construction of otherness
on a world scale, First, the various nation-states organized
their populations into competing natienal groups, who could
only feel their identities by way of xenophobia and the
hatred of the national enemie;} who could only define their
identity by opposition to their opposite numbers. But these
nationalisms quickly enough took on non-national forms as,
particularly in Europe, XHk various minorities and other
language speakers evolved their own national projects.

Then, in that gradual enlargement which is not to be
confused with a later globalization, the systems of imperialism
began to colonize the world in terms of the otherness of
their colonized subjects. Racial otherness, and'a Eurecentric
or Americanocentric contempt for so-called underdeveloped
or weak or subaltern cultures, partitioned so-called

modern people from those who were still pre-modern, and separated



advanced or ruling cultures from the dominated. With this

moment of imperialism, modernity, the second stage of capitalism,

a world-wide system of Otherness is established,

It will be clear, then, that with decolonization all that
is gradually swept away: those subaltern others - who could
not speak for themselves, 2et alone rule themselves = now for
the first time, as Sartre famously put it, speak in their own
voice and claim their own existential freedom., Now suddenly
the bourgeois subject jg reduced to equality with all these

{ormer others, and a new kind of anonymity réigns throughout

orld society as a whole. B’f((’dhj o"a Y'eq r @éoﬁ /e now ,
WQX { S'f) aud Mo‘fJ05‘+ f[“e o [l(onS o‘t"\)@uw own llq“{:oa/ (gw;‘r

P

Now what does all this have to do with politics? I willJ%%ﬂP
conclude with a few remarks on the political in postmodernity,
remarks which are descriptive and do not pretend to offer
any solutions or even my own personal opi nions and positions
on the subject. But since we were talking about space, I will
pikphdkdk put a very simple proposition to you, namely that
today, all politics is about real estate. Postmodern politics
is essentially a matter d'£ land grabs, on a local as well
as a global scale. WhetA;r you think of the question of Palestine

, the settlements and the camps
Jor of the politics of raw materials and extractions, whether

X vir OW N
you think of ecology (and rain forests) or the problems
of federalism, citizenship and immigratiom, or whether it is

a question of gentrification &dH in the great cities as well
as bidonvilles, the favelas and the townships - today everything
is about land. In Marxist terms, all these gtruggles result from
the commodification of land and the dissolution o f the last

| o : /
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rempants of feudalism and its peasantries, their replacement by E;\
industrial agriculture or agribusiness and farm workers,

Where is time in a1l this? It is to be found in the new
flash crowds enabled by cell phones and texting: the new
mass demonstrations of 8Seattle and Tien-an-men, of Eastern
Europe, of Tahrir Square and of Wisconsin. These &xx truly mark
the emergence of what my friends Michael Hardt and Tony Negri call
multitude: but they are no longer the politics of duration
but the politics of the instant, of the present, what Negri himself
has called constitutive power, as opposed to constituted power.
Postmodernity in general 4s characterised by this new kind of
present time, a reduction to the present, a reduction to the
bodys In this new dialectic of omnipresent space and the
temporal present, history, historicity, the sense of history,
is the loser: the past is gone, we canmo lonrer imagine the
future. It is clear that this waning of history confronts
pelitics and political practice with some very serious problems;
and perhaps kdkdkdkdkikdkdkdkdkdkdhdkdkdbdhakdkdkd this is

the moment to break off this survey.



