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Abstract

This thesis takes as its point of departure Glllekeuze and Félix Guattari’s
conceptualization of art. Art for them is the exgmien of A Life in the living. A Life
is the ontological and genetic condition of thatekhwve are and ordinarily
experience, it is the vital and material transcetaelane of immanence which
characterizes Deleuze and Guattari’s ontology. fTdwceptualization of art,
however, sits uncomfortably with contemporary andjecting conceptual and
photographic practices, and in its radical rejgctbhuman experience. The aim of
this thesis is to expand their conceptualizatioarbfvhilst remaining close to what
is argued to be its core or essence: a commitroehtLife. This thesis explores
three paradigms of commitment to A Life that moegdnd the paradigm & Life

in the living These paradigms are developed through the apiphoaf concepts
developed by Deleuze and Guattari to contempora&givms and artworks, with the
aim of broadening the relevance of their philosofarcontemporary artistic
practices. Deleuze and Guattari’s aesthetics iyaed and expanded through an
engagement with works by Francis Bacon, Thomadi§tRierre Huyghe, Francis
Alys and Peter Doig. By finding a commonality beénehese artists in their
commitment to A Life, this thesis hopes to devedaponceptualization of art which
allows us to understand how contemporary art prestengage with A Life, the

infinite inside which we live and which lives insidis.
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Introduction

This text takes as its point of departure Gille¢eDee and Félix Guattari’'s
conceptualization of art. To a large extent, tlisaeptualization is established in
Qu'est-ce que la philosophi¢Releuze and Guattari, 1991) and in Deleuze’s
writings on painter Francis Baconfnancis Bacon. Logique de la sensation
(Deleuze, 2002). The following summarily introdudesns related to DG's

conceptualization of art and the motivation for gapose of this text.

DG conceptualize art as the expression of ‘Liféhia living or the Living in the
lived’ (Deleuze and Guattari, 1991, 163). A Lifeaisranscendental field, a pure
plane of immanence (Deleuze, 2003a, 861)s a ‘material vitalism that doubtless
exists everywhere but is ordinarily hidden or ced(Deleuze and Guattari, 1980,
512). It is as a materiaitalismthat the transcendental field or plane of immaeenc
is termed A Life, and it is as the ontological aymheticconditionof the living or the
lived that A Life is ordinarily hidden from or corexl by the living, i.e. by the
conditioned A Life isin the living in that A Life ign reciprocal presupposition with
the living: A Life and the living presuppose andetenine each other, A Life
conditions the living and “in turn” (in fact simalteously) the living “feedbacks”
into A Life changing its very own ontological andrgetic condition in a never-
ending process. A Life is ‘non organic Life’ (Delmuand Guattari, 1980, 512) in
reciprocal presupposition with the living or whahde termedature The living,
nature, consists in what we ordinarily experienceifa as it is that which we
ordinarily experiencef the transcendental field or plane of immaneansa&le which
we live The living or nature refers not only to “the rafll (trees, rain, stars, etc.)
but also “the artificial” (technologies, architerts, medias, etc.), it refers to all that

which we ordinarily experience the world as.

1«DG" is used to reference “Deleuze and Guattari”.

2 In relation to the terminology of the concept AfLiife’, ‘the indefinite article [serves] as an iex
of the transcendental’; this quote is from Deleszast published essaiymanence: A Life...
(Deleuze, 2003a, 359-363), originally publishedhilosophie number 47, September 1995, pp.3-7.
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Art ‘liberate[s] life where it is imprisonedl{Deleuze and Guattari, 1991, 162). The
expression of A Life in the living is the liberati@f A Life imprisoned, ordinarily
hidden or covered, in the living or nature. Thesafor DG is ‘a seer, a becomer’
(Deleuze and Guattari, 1991, 161), qualificatiofsclv have undertones of hardship:
‘to have seen Life in the living or the Living ihd lived, the novelist or the painter
come back with red eyes, and short breath’ (DelemzeGuattari, 1991, 163). Art
and philosophy have in common to ‘call for a newtteand people that do not yet
exist’, and it is not ‘populist authors’, but ‘tineost aristocratic’, that call for a new
‘earth and people that will not be found in our @enacies’ (Deleuze and Guattari,
1991, 104). By liberating A Life where it is impoised, art gives us that which we
‘lack’: ‘resistance to the present’ (Deleuze andatari, 1991, 104), resistance to our
democracies, to the common realm of perceptiofstadns and opinions which
concern the lived and oppose themselves to A'Lifieother words resistance to the

living which imprisons the transcendental plan@hanence that A Life is.

DG's conceptualization of art is at odds with comp@rary art practices. In the
chapterPercept, Affect and Concept Qu'est-ce que la philosophiehere DG
explicitly discuss art, the artists (which alsolirte writers and musical composers)
encompassed by their conceptualization of art tekexclusively celebrated art
historical figures of past generations: CézannegKMiro, Durer, Bonnard,
Rembrandt, Melville, Virginia Woolf, Debussy, e{Beleuze and Guattari, 1991,
156-168). Simultaneously, other celebrated arphisdl figures or types of art
practice are rejected: for example Hrancis Bacon. Logique de la sensation
Deleuze to a certain degree rejects abstract pgigtiondrian for example) and
‘abstract expressionism, or art informel’ (for isuste Pollock) in favor of an
alternative way of painting exemplified by Bacore(Buze, 2002, 96-102, 110-111).
The expression of A Life in the living is termseénsationthe artworkis and

through its aesthetic experiengigesa sensation. Deleuze rejects abstract painting

and abstract expressionism because they fail,dquesay the sensation, they fail the

% ‘Life’ in this quote refers to A Life, to Life, ais the previously quoted passage: ‘Life in thénigy
or the Living in the lived'. In the essdaypmmanence: A Life.the indefinite article indexes the
transcendental (“a life”), and iQu'est-ce que la philosophie&s quoted above, the capital letter
serves as such index (“Life” or “the Living”).

* To the trilogy perception, affection and opiniguposes itself the trilogy percept, affect and cpnce
i.e. that which art and philosophy create, andughowhich they attain to and engage with A Life.
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expression of A Life in the living. And when DG disss types of art practice of
more recent generations, in particular conceptaarad the use of photography
they assign to them this same status of failingstresation, and as such failing art as
it is defined by them (Deleuze and Guattari, 199L;). Whereas art creates
sensation, philosophy creates concepts. Concegtutils both the sensation and
the concept: ‘it is not sure that we as such attain..] the sensation nor the
concept, because the plane of composition tenks tmmformative™ (Deleuze and
Guattari, 1991, 187). The same can be said forggiaphy (and of many
contemporary art practices): it is informative asdsuch fails the sensation, it aligns
itself with perceptions, it is “of the living”, “ofhe sensed”, and as such fails A Life,
I.e. the sensing, the genetic condition of thentjyithe lived or the sensed. Abstract
painting, abstract expressionism, conceptual attpdrotography fail the expression
of A Life in the living, and as such cannot be enpassed by DG’s
conceptualization of art. Their conceptualizatiéad sits uncomfortably with
contemporary art practices, conceptual art andggmaphy arguably being two of
the most important aspects of contemporary art.yMa&amtemporary art practices
engage with perceptions or figurations, affectiasnions, information, journalism,
appropriation, etc.; they represent, comment atudis, the living or the lived, and
as such cannot either be encompassed by DG’s cuadieption of art. And yet, DG
are frequently referenced in discourses that sad@uch practices. It seems
however that whilst using many of the concepts &ehcreated many of these
discourses do not explicitly engage with what D@&ialty write about art, with their
conceptualization of art. The purpose of this texb expand DG’s
conceptualization of art whilst remaining closewiat is argued to be its core or
essence: what | termcammitment to A LifeThis has for purpose to allow for the
understanding of contemporary artworks or typesrattice which cannot be
encompassed by DG’s conceptualization of art buthvban nevertheless be said to

embody a commitment to A Life.

Art, following DG’s conceptualization, can be séwdbe a commitment to A Life
because it always is the liberation of A Life ingamed in the living. The artist

herself is committed to A Life because her actretion requires the difficult task

® Deleuze discusses the failure of photography press sensation most explicitlyfnancis Bacon.
Logique de la sensatigiDeleuze, 2002).



of having seen A Life in the living and to expréss the artwork. Art is a
commitment to A Life because art alwagsandgivesexpressions of A Life in the

living, expressions which are termedions

Visioncan also be said to be thde of aesthetic experiens@ich corresponds to
the expression of A Life in the living: the viewrough his aesthetic experience of
the artwork has (or is given) a vision. The compaosiof these visions in painting
are termedrigures Bacon paints Figures: vision§ A Lifein the living which
oppose themselves to figures, i.e. to the figunatiof viewsof the living The

Figure, Figural paintiny can be termed thrmode of practical engagemenith
painting by which painting expresses A Life in tiving. The expression of A Life
in the living, the Figure as its corresponding motlpractical engagement in
painting, and vision as its mode of aesthetic aepee, form what | define as a
paradigm of commitment to A Lif€his paradigm of commitment to A Life can be
termedA Life in the living and is said to bembodiedor example by Bacon’s work.
It defines the way (or the paradigm) by which Bdsgmactice embodies a
commitment to A Life, and corresponds to DG’s cqutaalization of art.

The basis for the expansion of DG’s conceptualiratif art is the affirmation th#
Life in the livingis not the only paradigm by which to embody a cotmant to A
Life, but one amongst others which are yet to beceptualized. The expansion is
operated through the conceptualization of threergtradigmef commitment to A
Life, three other ways by which art can embody mmatment to A Life. The four
paradigms of commitment to A Life are inspired logl@onceptualized through an
engagement with works by Francis Bacon, Thomadi§tRierre Huyghe, Francis

Alys and Peter Doig.

DG'’s conceptualization of art is the most radicalguligm of commitment to A Life
possible: the artworls andgivesa sensation, in other words the artwisrlndgives
A Life. Their conceptualization of art might be ased of being narrow, exclusive,
and limited in relation to contemporary art pragsicbut it is exactlgs exclusive

that it can be, and should be praised for beingntaansigent and radical

® ‘Figural’, a term used by Deleuze fimancis Bacon. Logique de la sensati@eleuze, 2002, 12),
opposes itself to “figurative”; Figural qualifielsed mode of practical engagement with painting by
which painting can be and give visions of A Lifetlre living.



commitment to A Life. Each of the three other payat of commitment to A Life
consists in an increasing level of expansion, awhdure from, DG’s
conceptualization. In the order in which theseealparadigms are conceptualized in
this text, they arethe living as point of view on and from A L.ifew living
emerging from A Lifandto live A Life The four paradigms of commitment to A
Life are defined through a set of five propertiest example, each paradigm is
defined by a property termedode of aesthetic experien€orresponding to the
paradigmA Life in the livingis a mode of aesthetic experience terwisbn
corresponding to the three other paradigms arectisply the modes of aesthetic
experience termedallucination viewandnarration. The definition of each
paradigm through this set of properties chartettgansion of DG’s

conceptualization of art.

In addition, thregaradigms of illusion of commitment to A Lafiee conceptualized.
These paradigms define ways by which some works thie illusion of a
commitment to A Life but in fact fail such commitnteand as such fail A Life. This
total of seven paradigms define the boundaries@ganded conceptualization of

art centered on the aim of embodying a commitme#t Life.

In addition to its introduction and conclusion sthéxt is composed of 8 sections:

the introduction to A Life (section 1),

DG'’s conceptualization of art, and the paradi§yraife in the living
elaborated through a discussion of the mediumsioitipg and cinema
(sections 2 and 3),

the motivation for and the logic of the expansié®&’s conceptualization
of art, and an introduction to the three new payadi of commitment to A
Life (section 4),

the paradignthe living as point of view on and from A Ldenceptualized
through an engagement with the medium of photogrégéction 5),

the paradigmmew living emerging from A Lifsection 6),

the three paradigms of illusion of commitment thife (section 7), and

the paradignto live A Life(section 8).
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The purpose of a concept of art is not to presanbedes of art practice, it doesn’t
futilely define what arshould bgwho would listen?). It only defines what &tfor

the propose of developing new understandings ot attaan be A

conceptualization of art defines interrelationsnsstn different types of practice
which otherwise might be thought to be incommensletat proposes to define what
appears to be a shared interest between artistenaon problem addressed by
different practices. Whereas DG, through their eptaalization of art as expression
of A Life in the living, define an interrelation between amongst othera#z,
Melville, Debussy and Bacon, the expanded concépéatien of art this text
develops defines an interrelation between BacanitgtHuyghe, Alys and Doig as
contemporary art practices which differently embadyommitment to A Life.

11



Section 1 — A Life

Deleuze begins his last published edsaypanence: A Life.(Deleuze, 2003a, 359-
363) with the question: ‘What is a transcendené&l?’ The transcendental field is
‘defined by a plane of immanence, and the planenafanence by a lifeasA Life
(Deleuze, 2003a, 361). Immanence is pure or alisbktause it is not immanent
“to” something’: pure immanence ‘is not immanenodife, but the immanent that
is in nothing is itself a life’ (Deleuze, 2003a,B®eleuze and Guattari, 1991, 47).
Nothing transcends the pure and absolute immaneont&ing is external to it, nor is
immanence immanem life, immanence is itself A Life. When a form ofteriority
to the plane of immanence is posited, or when ingnea it attributedo something,

immanence loses its purity, its absoluteness.

A Life, the transcendental field or pure planerofrnanence forms the
conceptualization of a ‘wild and powerful’ empisan, a transcendental empiricism
(Deleuze, 2003a, 359). A Life, ordinarily hiddencowered, is simultaneously the
unformed matter of the living (a transcendentalanalism) and the non organic

Life or forces that animate matter (a transcendenitiism).

There is no reason to believe that physico-chensitata exhaust matter:
there is an unformed Matter, submolecular. Equaklyorganic strata do not
exhaust Life: rather the organism is that whick bpposes to itself in order
to limit itself, and there is a life all the morgense, all the more powerful, in
that it is anorganic (Deleuze and Guattari, 1988)6
The living or nature is that which A Life opposéself in order to limit itself. A Life
is a continuously renewed consistency given to shao incessantly renewing
genesis, ‘a continued and renewed creation’ (Deleud Guattari, 1980, 627). A
Life is non-organic Life obecomingit is ordinarily “witnessed” or “lived” as our
usual perceptions and affections, for example eucgptions of the changes or

movements of nature and the way by which thesegdsaffect us. In DG’s

"“Ordinarily” as when we are not having “visions’ A Life in the living (like the artist is requiretb
have following DG’s conceptualization of art), amdo in reference to A Life as transcendental
material vitalism beingdrdinarily hidden or covered’ (Deleuze and Guattari, 198@)51
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ontology, being is becoming; ontology is the affaton of ‘the being of becoming’
(Deleuze, 2007, 27) and becoming is creation, genad.ife is becoming in
reciprocal presupposition with that which becontles living. It as such drives what
is yet to come, and launches the living towardslhare, A Life is the ‘forces of the
future’ (Deleuze and Guattari, 1980, 383). It isigeated as thertual, and the
living or nature as thactual They respectively are the transcendental plane of
immanence and what we ordinarily experieati. The living, nature or thactual
universe is whatof A Life we ordinarily experience, that which A Life ordinarily

experiences.

A Life is the condition or ‘conditions of real exjence’ (Deleuze, 2008, 13): the
condition of perception, affection, consciousnéssught etc., A Life is the
condition or genetic element of the living or theetl (the experienced, the sensed).
As condition of experience, A Life ordinarily exckseexperience and as such
remains covered or hidden. As ontological and gerendition, A Life is that

which “gives to see”, and that which “is seen” t@nsaid to be that which is

perceivedf A Life according to one’s threshold of perception.

In most cases, the soul contents itself with very €lear or distinguished
perceptions: the soul of the tick has three [pdroap], a perception of light,
an olfactory perception of its prey, a tactile ggtton of the best place [to
burrow itself], and everything else, in the immehsgure which the tick
nevertheless expresses, is only dizziness, a flashate, obscure and non
integrated perceptions (Deleuze, 1988, 122).
Our ordinary perceptions, our perceptions of timdj or nature, are clear or
distinguished. These perceptions are produced whkast two minute and obscure
perceptions ‘enters in a differential relation tbatermines a singularity’ (Deleuze,
1988, 117). For example, ‘yellow and blue can subel perceived, but if their

perception vanishes by virtue of becoming ever Enahey enter in a differential

relation (%)) that determine green’ (Deleuze, 1988, 117). Mirauté obscure
y

perceptions are the ‘requisites or genetic elem@dtdeuze, 1988, 118) of our clear

perceptions; the vanishing, minute and obscuregpéioms of yellow (ly) and of

blue (db) are, through the establishment of a differemaédtion between them, the

genetic elements of a clear perception of greer.tithk has three clear perceptions,
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they determine both the (clear and distinguisheat)dithe tick perceives and that
which the tickcan perceiveof the (obscure and confused) immense Nature inside
which it, and we, live. This immense Nature is @nsal in that it is the same for all
perceiving subject (or ‘monad’), we all live in afidok at” the same infinity of
minute and obscure perceptions. As such, we allsaense “see” the same green in
that we all “look at” the same vanishing quantieé®lue and of yellow; and yet, we
never perceive the same green because each pegceibject actualizes minute and
obscure perceptions differently (Deleuze, 1988)11%could be said that each
monad [perceiving subject] privileges certain diitial relations that hereafter give
it exclusive perceptions, and that it leaves otk&tions below the necessary degree,
or, further, that it lets an infinity of minute meptions subsist within itself without
assuming relations [between them]’ (Deleuze, 1988). This universal and
immense Nature, this gigantic, dizzying and yeiraadly invisible realm is the
transcendental field or A Lifethe unformed matter and invisible fortegich
condition the living or the lived, and which theilig as such expresses (‘the
immense Nature which the tick nevertheless expsdsseis the Lifeof the living,

the virtual transcendental plane of immanemnsale which we liveit is that which
gives to seandis seemaccording to that whicbne cani.e. according to one’s
threshold or ‘degree’ of perception, in other woadsording to the differential
relations one can establish or privileges betwermta and obscure perceptions,

actualizing them as clear perceptions.

A Life ordinarily exceeds experience but the coindis of experience ‘are not, in the
Kantian manner, the conditions of all possible eigmee, they are the conditions of
real experience’ (Deleuze, 2008, 13). The transeetad, a concept initially created

8| find that the quote above helps to discuss ¢fetion of immanence or reciprocal presupposition
between A Life and the living in relation to pertiep. However, it references Deleuze’s work on
Leibniz and it is beyond the scope of this tex¢s$tablish detailed relations between the concept of
Life and minute perceptions. It seems however gpjate to propose that they tightly relate in
Deleuze’s ontology, especially when minute and olesperceptions are discussed as the genetic
elements, and as such the virtual, of clear peimegt‘the clear emerges from the obscure by way of
a genetic process’ (Deleuze, 1988, 120).

® ‘Unformed matter and invisible forces’ or vanishiguantities, ‘the differential quotient [e.g@)]
dy

being the common limit of the relation between wamishing quantities’ (Deleuze, 1988, 24).
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by Kant, refers in Kant ta priori concepts which define the conditionsaofy
possible experience. These a priori concepts argroanded in nor dependant on
experiences themselves, they are ‘too generalooiatge for the real’ (Deleuze,
2003b, 94). They are as such general, abstrace(2e] 2008, 17), and arguably
transcendent. Deleuze’s conceptualization of #westtendental “in opposition” to
Kant’s defines the conditions ofal experience and these ‘are not general nor
abstract, they are no broader than the conditio(i2eleuze, 2008, 17). Deleuze’s
transcendental exceeds experience but it is na@rgkar abstract, since it is in
reciprocal presupposition (or reciprocal determargtwith that which is
experienced: A Life is a continuously renewing gas&hich operates as a kind of
“feedback” process, it conditions real experience @eal experience “in turn”
feedbacks into A Life which in turn conditions rexiperience ... and so on. On the
other hand, Kant’s transcendental, the conditidreg possible experience,
conditions experiences but these experiences dtaemtback” into the
transcendental, experiences do not “affect” the@iponcepts, the conditions.
Whereas the conditions of any possible experienednays the repetition of the
samea priori concepts, the conditions of real experéem Deleuze are a genesis
which cannot be preconceived or predeterminedjfanis a repetition, it is in
opposition to the repetition of the same the réjpetiof differenceitself, the
affirmative and creative power of A Life. Whereaaris transcendental is general,
abstract andrguably transcendenDeleuze’s transcendental field is conceptualized
as pure immanence. Deleuze’s transcendental@ugsidesince it is ordinarily
hidden or covered, since it exceeds real experjdndet is an Outside which is
conceptualized as pure plane of immanence, an dautm which nothing can

transcend, an Outside inside which we live and whi@s inside us.

The living or nature, as that which is ordinarikperiencedf A Life, corresponds

to a tamed empiricism, a ‘simple empiricism’ whicdpposes” itself to the wild and
powerful empiricism that A Life is (Deleuze, 2003&9). A Life, the transcendental
field, the Outside or the plane of immanence foamadical ontological view of the
world entirely decentred from humans: a non huraadscape, ‘the impression of a

fictive, foreign world, seen by other creatureg, d&go the presentiment that this
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world is already ours, and those creatures, ourséf\(Deleuze, 2005d, 35). The
transcendental field is effectively already ourd are already are its creatures: we

live “in its middle”, experiencing it as nature.

Thought or creation is a form that gives consisgenahe reciprocally presupposing
virtual and ‘infinite movements and speeds’ of chédeleuze and Guattari, 1991,
44). Chaos is intrinsically linked to A Life, botlan only be thought in relation to
the other. Chaos, ‘in fact, is less the absenaketdrminations than the infinite speed
at which they take shape and vanish’, it ‘chaotisesl undoes all consistency in the
infinite’ (Deleuze and Guattari, 1991, 44). A Litegenesis defined as the
continuously renewed consistency given to chaodistrirevertheless withholding
within itself the infinite movements and speedslmdos as that which launches the
actual into becoming, undoing all actual consisgandhe infinite. A Life is
simultaneously both thactualization of the virtualconsistency given to chaos) and
thevirtualization of the actualchaotization of all consistency). A Life is chauss

or ‘rhythm-chaos’, rhythm being that which givesisistency to chads.The
chaosmos is both ‘affirmation’ and ‘ontology’ (Dalee, 2003b, 80, 257): both
repetition of difference, the continuously renewedsistency or rhythm given to
chaos and the chaotization of all consistencypeeoming (= affirmation), and
nature of being (= ontology; the nature of basmbgecoming, repetition of difference,

incessantly renewed consistency given to chaos).

Chaos cannot be thought of (and does not existhd of itselfit is always in
relation to a rhythm or consistency. Chaos canedhbught of outside A Life, and

inversely soboth need to be thought of as chaosnk@dlowing DG, the three forms

% From an essay titled ‘Hume’ originally publisherlLia Philosophie: De Galilée & Jean-Jacques
Rousseaul972, Paris, Hachette.

» One of the first appearance of the term chaosm&leuze links Nietzsche’s concept of the
‘eternal return’ to chaos: ‘Joyce presenteduices of recirculatioras causing a chaosmos to turn;
and Nietzsche had already said that chaos andaétetnrn were not two distinct things but a single
and samaffirmation’ The notion of chaosmos is crucial to (in fachstitutive of) Deleuze’s
ontology: ‘Ontology is the dice throw, the chaosrfrasn which the cosmos emerge’ (Deleuze,
2003b, 80, 257).
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of thought or creation (thought is creation ancensely so) art, science and
philosophy, think or create through the operatiba &ut across chaos’, they ‘trace
planes on chaos’ (Deleuze and Guattari, 1991, 19®). Each form of thought
traces its own specific type of plane and as saldte to chaos differently. The three
planes are ‘the rafts on which the brain plungés amd confronts chaos’ (Deleuze
and Guattari, 1991, 198). Science tracptaae of referencevhereas art traces a
plane of compositigrtwo different types of plane which correlatewmtdifferent

types of cut through chaos.

‘Art takes a bit of chaos in a frame in order tonfica composed chaos that becomes
sensory [...]; but science takes a bit of chaossgstem of coordinates and forms a

referenced chaos which becomes nature’ (Deleuz&anttari, 1991, 194).

There is a need to be careful here because irtheeajuote it is as if chaos is
thought ofin and of itself whereas it can only be thought of as chaosmats in
relation to A Life. It seems as such useful to irdragely explain a crucial difference
between art and science in their relation to chassto A Life. Evidently, in

science, referenced is not chaoand of itself since such an operation, would it be
possible at all, would result in a chaotic and niegless reference. Equally art does
not make sensory chawsand of itselbout a composed chaos. The crucial difference
between art and science stems from the fact thaparates in co-creation with A
Life (Deleuze and Guattari, 1991, 164) in thate Ik Life, it operates a genesis by
which it gives a consistency to chaos. Scienceisaid to operate in co-creation
with A Life because it does not operate a gendésigiperation is to reference the
genesis that A Life is. Both science and art pluinge and confront chaos, but
science does so in order to give reference toioreab the genesis that A Life is,
whereas art is itself co-creation, genesis. Nevgtaet of thought or creation is to
trace a plane of reference on chaos, giving reterém A Life and as such definirg
nature; Einstein, however imbricated with “Newtdmsiture or plane of reference,
definedanothernature by tracing another plane on chaos. Scieeeds to plunge
into and confront chaos as the necessary processiloh it can pass from one
nature to another nature, from one reference tthanoeference. On the other hand,
art needs to plunge into and confront chaos inrdmleompose it and make it
sensory. Art does not have the purpose of attaitaragother nature as science does,

art has the purpose of attaining to the chaosmo5 Liife. Science operates a
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movement from nature to another nature, and aratg®e a movement from nature to
A Life.

Through the tracing of their specific types of @am chaos, art and science operate
aterritorialization of chaoswhich gives rise to different types of territoBcience
leads to the re-definition of tleectual universevhereas art leads to what is termed a
possible universéNhereas art operates in co-creation with A Lifd as such leads
to a possible universe, science references thaéamdgaat A Life is leading to the re-
definition of the actual universe. Science ‘renajsfto infinite movements and
speeds’ (Deleuze and Guattari, 1991, 45) wherd¢asradters them sensory; whereas
science’s act of thought or creation is to teridlize the infinite that A Life is as a
finite nature, art’s act of thought or creationaderritorialize the infiniteas suchso

as to render A Life sensory. ‘Art wants to cre&e finite which restores the

infinite’, whereas ‘science on the contrary renautiee infinite to gain the reference’
(Deleuze and Guattari, 1991, 186).

Between art, science and philosophy, DG insistttiete isn’t a more creative or
important form of thought. It is not because scegras opposed to art, renounces the
infinite and does not operate in co-creation withif# that it is a less important or
creative form of thought. Both art and science imedhe equally difficult task of

plunging into and confronting chaos.
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Section 2 — DG’s conceptualization of art, paintingind the

first paradigm of commitment to A Life: A Lifein theliving

It can be said that for DG, art is and requiresramitment, a&aommitment to A Life
The act of artistic creation ‘is always to liberéife where it is imprisoned’ (Deleuze
and Guattari, 1991, 162). Artists have ‘seen Liféhe living’, they are ‘seer[s], a
becomer|[s]’ (Deleuze and Guattari, 1991, 161), gemA Life in the living and go
through becomings by which they establish a uniti W Life, by which they
become A Life. It is as a commitmeotA Life that artists aim to capture and
express the visions they have and the becominggihnéhrough. Artists are
committed not per se to their practice or to ageneral, but their practice is the
means by which to commit to A Life. Terminologigalthe term commitment, in its
resonance with dedication, perseverance, effotthesppropriate term to describe
the artists’ relation to A Life: artists are atlelgt they practice an inorganic
athleticism through which they have visions of, #edome, A Life (Deleuze and
Guattari, 1991, 163). Artists do not per se pracd, artists practice A Life, art
being the name given to this practice and to tHatkvresults from it. Their practice
is an athleticism through which they live A Life,l&e lived beyond that which is
ordinarily experienced and from which they ‘comelbwith red eyes, and short
breath’ (Deleuze and Guattari, 1991, 163).

If the painter is to operate the expression of f# lim the living, if he is to attain to
the vision, the painter must exceed ordinary expees, the living or the lived. The
task of the painter is to exceed the figuratiotishés, photographs and views of
nature to attain to the vision: ‘The painter doespaint on an empty canvas [...];
but the [...] canvas is already so covered with pistarg, preestablished clichés that
it is first necessary to erase, to clean, to flatea/en to shred, so as to let in a breath
of air from the chaos that brings us the visionél@uze and Guattari, 1994, 204).

Photographs or clichés ‘virtually’ condition oughkt, photographs ‘is what modern
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man sees’, they cover the ‘white and virgin surface’ of the canvas even before the
painter starts painting (Deleuze, 2002, 19).

Portrait of Isabel Rawsthornky Francis Bacon, 1966

The practical procedure by which the painter (or Bacon) attains to the vision
primordially involves the passage ‘through the catastrophe, i.e. by the diagram and
its involuntary irruption’, the diagram being ‘a chaos, a catastrophe, but also a germ
of order or rhythm’ (Deleuze, 2002, 111, 95). Through the handling of the paint, the
painter (and the painting) plunges towards chaos, towards a catastrophe. This
operation is practically realized by Bacon as he ‘make[s] random marks (lines-traits);
scrub[s], sweep[s], or wipe[s] the canvas in order to clear out locales or zones
(colour-patches); throw[s] the paint, from various angles and at various speed’

(Deleuze, 2005b, 70). The diagram often appears in Bacon’s paintings as the most
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chaotic expression on the canvas; for exampRoirtrait of Isabel Rawsthorne
where the area between the nose and the righbptime mouth expresses a chaotic
zone of indiscernibility between the two, a sectddmore or less random lines-traits
and colour-patches. In order to express a visioh bife, the chaosmos, the painter
must attain to chaos to compose it, and as suaesx|i,anew ‘Art is not chaos but
a composition of chaos that gives the vision osa#an, it constitutes a chaosmos,
as Joyce says, a composed chaos — neither foresepreconceived’ (Deleuze and
Guattari, 1991, 192). To express A Life or the @mos, art composes chaos anew
and this very process of genesis is rendered sgresquressing A Life (genesis)
beyond any of its previous conditions of existemeen expression that is ‘neither
foreseen nor preconceived’. After or simultaneotislihe moment when chaos is
attained, a chaosmos Bigure emerges through the diagram, constituting an arder
rhythm over chao¥ The Figure is an invention, a construction “frocnasch”, from
chaos. The operation of the diagram is simultangaiestruction (from a view of
nature to chaos) and construction (from chaosstoamposition, from chaos to the
Figure or chaosmos, from chaos to a vision of A&LiPainting operates in co-
creation with A Life in that it, like A Life, givesonsistency to chaos, it is a genesis
by which chaos is composed. The diagram is an tpeed device, but it also is, in a
sense, the previously mentioned ‘frame’ inside Wwipainting (or art more

generally) ‘takes a bit of chaos’ in order to cos@d and to render it sensory.
Crucially, the co-creation or genesis that Figpaahting operates does not give rise
to, and as such does not give to experience, thahwve perceive through our
ordinary views. Figural painting expresses its @enesis, its own conditions, and it
is as such that it is and gives to experience ngsf A Life (ontological and genetic
conditions), which ultimately “forces” us, its views, to experience our own

conditions of real experience.

The Figure is composed through an analogy thabtisigurative. The problem of the
expression of A Life is not to compose a form tlesembles another form, the form
of a chosen object/subject (for example the huneamgolsabel Rawsthorne). The

passage through chaos involves the ‘destructidigofative coordinates’ (Deleuze,

12 As for the concept of A Life, the capitalizatioh“Bigure” indexes the transcendental.
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2002, 111), and from chaos, the problem is examdtyto re-establish figurative
coordinates, traits, forms. The figurative analegintentional and representational.
Figural painting on the other hand followsaasthetic analogyas opposed to a
figurative analogy) that is operated through analmidanguage (Deleuze, 2002,
107-109). In Figural painting, the analogy is ngufative in that it is not between
resembling forms, the analogy is between Life fenstich compose or transverse
the living (for example the Life that Isabel Rawstieis) and these same forces that
are captured and expressed in the painting (th&&iBortrait of Isabel

Rawsthorng A resemblance is established (one can for exaneplegnize Isabel
Rawsthorne ifPortrait of Isabel Rawsthorngbut this resemblance is not primary or
intentional in the process of Figural paintingsibne of its consequences, the
resemblance is produced (consequential) and nduptive (a motive) (Deleuze,
2002, 108).
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Figure in movemertty Francis Bacon, 1976

the three dimensions of analogical language: the body, planes and colour

The figure — ground relationship in Bacon or in Fajypainting is best described as
figure — transcendental field (the transcendental field, the plane of immanence or A
Life imaged as ground} The Figure articulates, expresses, the relationship between
the figure (the living) and the transcendental field (A Life), it opens the figure or

13 Deleuze discusses the form (or figure) and ground relationship in Bacon as that which relates his
work to Egyptian art. Deleuze does so through a discussion of the ‘assemblage of bas-relief’ where
characteristically ‘the form and the ground [are] as two equally close sectors on the same plane’
(Deleuze, 2002, 115-116).
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view onto its conditions, the living onto A Lifeh& problem in composing a Figure
is that of consistency. The hardest is to makd-tgare hold, together and within or
asthe field: to give consistency to chaos withoulirig back into figuration, whilst

not simply remaining chaotic. To that aim, the patiroperates the radical invention
or construction of the Figure along the three disi@ms of analogical language: the

body, planes and colour (Deleuze, 2002, 111).

To discuss the Figure in terms of the body is ageter to organs, to the organism,
in other words to the living. Organs can be pergin Bacon'’s paintings but this
resemblance is consequential to the capture anessipn of Life forces. What is
painted, what is the Figure, then if not organdf8y without organs, a concept
which Deleuze borrows from Antonin ArtatitiA body without organs (Bwb) is
not per se organs or their organization as orgdfjsnis the ‘intensive fact of the
body’ (Deleuze, 2002, 48). A BwO is the Life thiaétbodyis. The ‘organism is not
life, it imprisons [life]™’ (Deleuze, 2002, 48). To liberate A Life wheresit i
imprisoned and fulfill the task of art is to libegahe BwO imprisoned in the
organism, human or otherwise. Our BwOs are the thifeugh which we sense,
through which we have our ordinary views of nattiney are us in the
transcendental field and the transcendental frelasi They are the Life in the living
or the Living in the lived, the lived body or orgais exceeded by ‘a more profound
and almost unlivable Power’ (Deleuze, 2002, 47):if&.

The sensation expresses (aoh the aesthetic experience of the artwork) tlotioa
of forces on the body’ (Deleuze, 2002, 48), Lifecks acting upon, and effectively
composing BwOs. Figures express and as ateBwOs, ‘Bacon never ceased to

paint bodies without organs, the intensive fadhefbody’ (Deleuze, 2002, 48).

% the Figure is precisely the body without orgafi3eleuze, 2002, 48).

'3 This notation found iCapitalisme et schizophrénie 2. Mille plateaises the capital letter to index
the transcendental as for the concept of Life difé.

'8 The BwWO ‘opposes itself less to organs than t® dngjanization of organs that is called organism’
(Deleuze, 2002, 47).

7 Again, in this quote ‘life’ needs be understooddsife in reciprocal presupposition with the
organism or the living.
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There are in Bacon’s paintings what resemble ordautsthis resemblance is only
consequential to the expression of the BwO, thggapas it can be seenHigure

in movemento different degrees stretched, contracted, fqldedgrated in one
another, split open, overtaken by a spasm, disd@t® The sensation has many
levels which the BwO or Figure ‘accounts for’ (Dete, 2002, 50), it accounts for
the difference of levels that is constitutive of #ensation. The levels refer to a
difference “of levels” between the sensed and #émsisg, between the lived and the
Living, between real experience and conditiongéaf experience). To account for
and as such express the difference of levels c¢atigé of the sensation is to reveal
the ‘presence of a body without organ under thamisgn, [the] presence of
transitory organs under organic representationlglzee, 2002, 52). But it is also to
expressan indiscernibilitypbetween the sensed and the sensing, between the
organism and the BwO precisely because both remafiyopresuppose each other. It
is not however as if there are only two levels, cogelating to the organism and
one to the BwO. The difference of levels can beigin of as an infinity of levels
that map or correspond tBdrtrait of Isabel Rawsthornethe absolute infinite
monochromatic black which the Figure emerges frachappears to dissolve into
“all the way down or up to” the consequential cogrced resemblance of an organ
(an eye, a mouth, a nose, etc.). The differendeveds needs to be thought of as the
difference between the infinite speeds of chaasatend (lowest or highest level)
and its temporary and transitdfycoagulation” into nearly fully-formed organs at
the other end (the right eye Rortrait of Isabel Rawsthornis practically fully-
formed), with passages between levels. It is tpassages between levels which
Portrait of Isabel Rawsthornexpresses that stretch what resembles a nosa into
mouth and tears it open onto the infinite blacknesswhich the Figure’s shoulders
also dissolve. These passages between levelsyahendiexpressing the action of
forces on the body, composing the intensive fathefody: the BwO.

In opposition to Figural painting, the photograpmds to flatten sensation on a
single level, and remains unable to include withim sensation the constitutive
difference of levels’ (Deleuze, 2002, 87). The migoaph, even if it gives to see a

view beyond the threshold of human perceptionrfasray photography), cannot

'8 Deleuze discusses time in relation to the BwOthrdevels of sensation it accounts for (Deleuze,
2002, 50).
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express the difference of levels constitutive efskensation since it actualizes
sensation on a single level, falling to expressdrscernibility between that which
it gives to see and its conditions. In that setisephotograph is “similar” to our
ordinary views, they do not include within that ainithey give to see an

indiscernibility with the infinite speeds of cha@s the chaosmos) they presuppose.

A question remains however: how are Bacon’s pagstimot the figuration of
deformed living creatures but BwOs, the expressidthe Life that bodieare, A
Life in reciprocal presupposition with the livingg? other words, how do Bacon’s

paintings “get” ‘under the organism’? There are amswers to this question: a

specific type of line and the modulation of colour.

The body in Bacon is often expressed as flows olkdm tones against a
monochromatic blackRortrait of Isabel Rawsthornend/or a shore of bright tone
(Figure in movemeitand most often it is held by an armature or @i he body
emerges through @sthe catastrophe of the diagram. When Bacon threersps,
smudges or cleans the paint on the canvas, heggdigurative traits and
coordinates. Traits that emerge from the diagraamat figurative but material,
accidental and asignifying lines, marks and patettash have the effect of opening
up a world: ‘it is as if, all of a sudden, a Sah@aaone of Sahara, is introduced in the
head’ (Deleuze, 2002, 94). There are two inseparatnhsequences to Bacon'’s use
of the diagram: a specific type of line emergesnposing the Figure, and a specific
type of space opens up or overtakes the purelgal®pace of figuration.

The type of line which serves to express the bediie ‘line without contour’
(Deleuze, 2002, 102), an ‘abstract line’ exempdifiiey Jackson Pollock’s work
(Deleuze and Guattari, 1980, 624), the Gothic reéeuze borrows from Worringer
(Deleuze, 2002, 48). The line does not represenidoFor example iRortrait of
Isabel Rawsthorneghe line which appears to imprecisely emerge ftoeinside
part of the right eye swirls around, nearly dissslin the black field and it is as if it
is re-captured by another swirl which leads it ta¥gavhat resembles a mouth. This
line serves not to define an organ, the form obdsenit, following Deleuze (and
Worringer), expresses a ‘powerful non organic L{{etleuze, 2002, 48). As
opposed to overtaking the whole surface of the aams in Pollock, in Bacon the
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line without contour serves to compose the FigDedeuze tells us that Bacon is not
‘attracted’ by the line as it is used in abstragiressionism (for example Pollock)
because it is used in such a way that ‘the diagekes over the whole of the
painting [...] and that its proliferation makes alrgaess™*® (Deleuze, 2002, 102).
When the diagram, and the line without contounieg rise to, overtakes the whole
of the painting as in Pollock, it fails to compa@s€igure and simply remains chaotic.
But there are, obviously, contours in Bacon’s pagg; for example, the contour of
the hair is clearly defined against the field, &mel nearly perfectly formed right eye.
They serve to contain, hold, the expressive linelwfs itself without contour, and

as such give consistency to the body which woulémtise dissipate in or as chaos.
The armatures, frames or planes (which can gegdraltermed planes) often seen
in Bacon (for example the armature and monochranoatinge plane iRigure in
movementhave an equivalent purpose. These planes argeateinal: from a non-
Euclidean or a-spatial “space”, i.e. from chaos,jtinctions of planes, and as such
their relations to the field, replace perspectind aerve to isolate and hold the body
within the field. When Bacon discusses his repatitise of such planes, he says that
it is ‘to see the image’, and that they ‘never dvad any sort of illustrative

intention’ (Sylvester and Bacon, 2008, 22, 23).s€e the image, in other words the
Figure, Bacon needs to give consistency to theasiems to make it durable, to give
solidity to the BwO.

Asignifying, figural material traits that emergerin the diagram (including the line
without contour) impose ‘a violent manual spacetiguze, 2002, 120) over or into
the purely optical space of figuration (a spaceciiuan be said to correspond to the
space perceived through our ordinary views). A hgve of space emergeshaptic
space The emergence of a haptic space is ‘like the gemere of another world’ of
which the viewer is given a vision. The haptichis tactile, insofar as it is the eye
which gains a sense of touch; haptic space ‘candoal and auditory as much as
tactile’ (Deleuze and Guattari, 1980, 615). Happace involves a new eye, a ‘non

9 pollock’s work is only “problematic” in the conteaf Deleuze’s writings on Bacon. Bapitalisme
et schizophrénie 2. Mille plateauRRollock is exemplary of ‘nomad art’ which DG val(Deleuze and
Guattari, 1980, 624).
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optical function’ of the eye: a haptic eye whiclk fRgural paintingyivesto the

viewer.

[...] space is not visual, or rather the eye itsal la haptic, non optical

function: no line separates the earth and thewhich are of the same

substance; there is no horizon, no bottom, no petsg, no limit, no

contour or form, no centre (Deleuze and Guatt&80] 616).
A haptic space is neither abstract nor genera, Specific and precise in its
composition, only its ‘topology relies not on p@rmr objects, but on haecceities, on
set of relations (winds, undulations of the snowhersand, song of the sand and
crackling of the ice, tactile qualities of bothPéleuze and Guattari, 1980, 474).
Haptic space expresses the topology of the tradeceal field, the topology of
bodies in or as the transcendental field, a fieldaf forms but of a continuous
variation of unformed matter and forces: a ‘worfdrmvements, of stirrings that are
still deaf, blind, without memory, for draft-subje® neither yet qualified nor
composed’ (Criton, 2007, 138). This world appe#s the emergence of another
world under the subjects, under the organisms.regywtherwise termdahptic
visions are the topologies of BwOs, “maps” of the Lifatthveare. As a specific
and precise composition, the Figure is construated ‘set of relations’, more
precisely a set of differential relations. Thedéedential relations are not relations
between forms, they are differences which attesi@ariations of unformed matter

and invisible forces that A Life or the transcen@éfield is. Differential relations
are expressed, as previously introduced, by tHerdiitial quotient(j—y) . for

X
instance, the vanishing, minute and obscure paorepof blue and of yellow enter

in a differential relatior(%)), a differential relation which is the virtual, or
y

conditions, determining an actual and clear peroepif green. Differential relations
in Deleuze’s ontology serve to articulate an intérfield that is neither simply
homogeneous nor actual but that is constituteaoficuously vanishing (and

emerging) heterogeneities or quantities (for exanayland db) between which

relations are establishedgé)). The transcendental field or A Life is an infen&nd
y

% Translated from French: ‘sujets-ébauches’.
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continuous variation of differential relations. $hinfinite and continuous variation is
the ontological and genetic condition of the livimgthe lived*, and it is by virtue of
its heterogeneities or quantities continuously shimg and emerging, by virtue of
being a variation, that the pure plane of immanehcenstitutes is called A Life.
Differential relations serve to articulate the detimations of a topology of the
transcendental field, pure plane of immanence,fA &r chaosmos which again is
not characterized by ‘the absence of determinaf@ng as such an homogeneity,
but by] the infinite speed at which [these virtdaterminations or differential
relations] take shape and vanish’ (Deleuze andt&uat991, 44). These differential
relations, in other words the topology of the taamlental field, the topologies of
BwOs, are expressed in the painting through theutatidn of colour.

There are evidently differential relations betwéas field and the body, and
between different zones of the body. For examplke,'mose” inPortrait of Isabel
Rawsthornes defined only in relation to other zones of ditaoeously emerging
and dissipating “organs”, and in relation to thedifrom which it emerges and tears
itself open onto. The body’s head is not a coltethf organs composed as an
organism (mouth, two eyes, nose, two cheeks, elbin), it is an ocean or Sahara of
differential relations, Isabel Rawsthorne in otfastranscendental field. But
ultimately all differential relations depend tre differential relation that colous:
“Colorism” is not only colours that enter in relan [...], it is colour that is
discovered as the variable relation, the diffesnmlation on which everything else
depends’ (Deleuze, 2002, 130). Through the operationodulation of colour, all
“other” differential relations are modulated: bofigtd, zones of the body to other
zones of the body, ‘form-ground, light-shadow, htigark’: ‘if you bring colour to
its pure internal relations (hot-cold, expansiomicaction), then you have
everything’ (Deleuze, 2002, 130). It is colour tigtprimarily” modulated. In the
haptic space of Figural painting, in this Sahardifférential relations, everything is
first and foremost colour. It is not that forms green colours, an operation which

! For example an actual perception of the colouelgl(&b) = G, a formulation Deleuze uses
d

(Deleuze, 1988, 117), where “= G” signifies theuadivation of a clear perception of green
determined by the differential relation betweenishimg quantities of blue and of yellow.
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remains figurative. The modulation of colour, thedulation of the differential
relation that colour is, the continuous variatidnt® pure internal relations, serve to
express in a sensation all the other differenékdtrons that the BwO constitutes.
The resemblance of forms is only consequentiadeadndary figuration which
depends on the neutralization of all primary figima (Deleuze, 2002, 42). The
diagram is not only the emergence of asignifyimgdi, marks and patches, ‘the
diagram is then also a colour map, or a map ofatems (O'Sullivan, 2006, 63). The
nose inPortrait of Isabel Rawsthornéhe broken tones, from a red-orange to a
bluish grey, modulate differential relations ofears-formed or vanishing organ to
other zones of the body, and these broken tonessighe monochromatic black
simultaneously modulate a body to field differehtedation. Red, orange, blue, grey
and black, and potentially an infinity of variat®within colour, is all that is needed
for a body without organs to appear, a body whigbearghrough colour Through

a haptic vision, one sees not the universe in e¢slbut the universe through colour:
‘objects no longer appear in optical space, butiarehe eye, constructed from
colors that exist “within sight itself” (Zepke, 28, 202).

The modulation of differential relations, and prihaof colour, is the operation of
the diagram, it is through this modulation (andéhgergence of the line without
contour) that chaos is composed and A Life expreddedulation is the operative
function of analogical language, a ‘language off¢dential] relations’ (Deleuze,
2002, 147), and that by which it can express unéatiout specific continuous
variations: nonorganic spasms, contortions, expassideformations of the body,
continuously vanishing and emerging differencesdifferences” which maps the
Life that a bodys. Analogical language, and the Figure it servesotapose, works
directly on the nervous system (Deleuze, 2002, .10dpes not “communicate” a
representation (figurative painting), it does matdel a formit modulates

differential relationsgiving rise to the Figure which itself is and gve “feel” a
sensation directly on the nervous system (Figuaaitpg). The Figure expresses the
action of forces on the body, and these forcesthyract upon the BwOs that we, as

viewers, are. The haptic sense

liberates the eye from its belonging to the organigsom its character as a
fixed and qualified organ: the eye becomes virjudiée polyvalent
indeterminate organ that sees the body withoutrsgee. the Figure, as pure
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presence. Painting gives us eyes everywhere: iaahean the stomach, in the

lungs (the painting breathes ...) (Deleuze, 2002, 54)
This “liberation” induced in us by the artwork ogeaus, our organism, our eyes, onto
A Life. The haptic sense through which we haveseowi is the process by which we,
viewers, are “forced” to experience our conditiohseal experience. The artwork,
the Figurejs A Life, it bothis andgivesa sensation to the viewer. Through the
aesthetic experience of the artwork, an indiscdityilis produced between the
viewer, the artwork and A Life. The viewer througgr encounter with the Figure is
to a certain degredispersedn andasA Life, in andaschaosmos. Liberated from
her organism, the viewer through the sensationrhespshe goes through
nonorganic movements, dissipations, contractioefrchations, she is pushed into
A Life, she becomes A LifasA Life becomes through what “she” now is: ‘In a
sensation, in its rhythmical flesh the chaosmosrdgsd me, and constructs me
anew as a BwO, and in and through it | become thighworld, | become-universe,

but only as the universe creating itself’ (Zepkg0Zz, 210).

In Qu'est-ce que la philosophi®&G discuss art, referring to painting, literatarel
music, through the concepts of percept and affdat.two are intrinsically linked
and as a couple form a bloc of sensation (Delendezuattari, 1991, 158). The
viewer through his aesthetic experience of the @itweveals the sensation: he is
caught up by A Life captured and expressed in thterality of the artwork, he has
a vision and is launched forward into becoming.léclof sensation is said to be the
‘tearing out’ (Deleuze and Guattari, 1991, 158pefcepts from perceptions and of
affects from affections. A bloc of sensation is tfe human torn out of the human,
the conditions of real experientan out of real experience, the non organic Life
torn out of the living, the body without organsrtaut of the organism. The
composition of the bloc of sensation in the artwdinle percept and affect, fulfills the
task of art to liberate (tear out) A Life wheresitmprisoned. A Life igorn outof
the living not as the expression of A Life “in aofiitself”, but as anndiscernibility
between the living and A Life, as A Life expressedeciprocal presupposition with
the living: from an absolute monochromaticism te pinoduced or consequential
resemblance of organs. The Figure is affect, a manan becoming of man’
(Deleuze and Guattari, 1991, 159), the Life inpeatal presupposition with our
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affections, the affection being that which is ostity experienceaf the affect. The
affect is in a sense a means to refer to A Lifel @ such to the Figure) as forces, as
becoming. Becoming is wh&brtrait of Isabel Rawsthornexpresses, the action of
Life forces upon the body, the Life that the BugOThe Figure is also
simultaneously percept, a ‘non human landscapeaifre’ (Deleuze and Guattari,
1991, 159). The percept is a means to refer tofé (and as such to the Figure) as
landscape, as vision: a radical ontological visibthe world entirely decentred from
humans, us in the transcendental field and the¢erdental field in us. A sensation
or bloc of sensation, and as such the Figure, iadiacernibility between vision and
becoming. The viewer simultaneously has the visioa non human landscape of
nature (percept) and goes through a non human begahman (affect)asthe Life
she has a vision of passes through her, launcl@ngphward into becoming. The
synchronicity of or simultaneity between the affant the percept is like when
hearing a piece of music: to be “taken” or “trange@d’ by it (becoming or affect,
forces) and simultaneously “seeing” the landscayge which the piece opens itself
(vision or percept, landscape). As the viewer spédised through a becoming, as she
crosses a ‘threshold of consistency’, liberatedhftbe organism that sheas she is

taken, transported, into a universe:

In short, affect is not a question of representaéind discursivity, but of
existence. | find myself transported into a Debassiniverse, a blues
Universe, a blazing becoming of Provence. | havssed a threshold of
consistency. Before the hold of this block of séiesa this nucleus of partial
subjectivation, everything was dull, beyond itm ao longer as | was before,
| am swept away by a becoming other, carried beyopdamiliar existential
Territories (Guattari, 1995, 93).

The Figure or haptic vision, as the opening ofliviag onto the Life which
conditions it, ‘constitutes a world’ (Deleuze, 20029). The vision is, opens itself
onto and leads (the viewer) to a universe: a ptessitiverse (Deleuze and Guattari,
1991, 168). Possible universe is a concept higivant to this text since it is
fundamental to the expansion of DG’s conceptuabradf art. Possible universe is a

concept which stems from Deleuze’s work on Leibnike Pli. Leibniz et le

32



Baroque(Deleuze, 1988) and which DG use more specifigallglation to art in

Qu'est-ce que la philosophie?

Art creates possible universes. Possible univenseterritorializations of chaos
actualized in the materiality of the artwork, theg possible consistencies given to
chaos. Nature, the living or the actual universass a territorialization of chaos,
one which is actualized in the materiality of theverse and as such said to be ‘real’
(Deleuze, 1988, 140). ‘God chooses a world amaoagstfinity of possible worlds’
(Deleuze, 1988, 140): the actual universe is aiplessniverse (one amongst an
infinity) that has become real, or more precishbtis in the continuously renewed
process of realizing itself. On the other handsfie universes are actual but they
are not real, for example ‘Adam who does not siBextus who does not rape
Lucretia’: ‘there exists an actual that remainssgae, and that is not forcibly real’
(Deleuze, 1988, 140). lQu'est-ce que la philosophi¢f?e most explicit conceptual
formulation of possible universes does not quahism as ‘actual’ in order to

emphasize their status as ‘possible’ and to opfies® to the actual universe:

These universes are neither virtual nor actuay; éne possible, the possible
as aesthetic category (“the possible or | shafbsate”), the existence of the
possible, whereas events are the reality of thaalirforms of a thought-
Nature that surveys every possible universe (Deleu Guattari, 1991,
168).
The ‘reality of the virtual’, ‘events’, ‘forms of thought-Nature’, is A Life. A Life
surveys every possible universe in the sensettisain reciprocal presupposition
with every possible universe, that it is the ongiidal and genetic condition of every
possible universe. Universes come into existenbethver they are “only possible”
or real, through a genesis by which chaos is gareansistency, through a
territorialization of chaos. Whereas the actualarse is that which is ordinarily
experienced of the genesis that the chaosmosaatian), the possible universes that
art creates come into existence through the gerleaesompositions of chaos are
(co-creations). Art operates in co-creation withife in that, like A Life (creation)
whichis the continuously renewed consistency given to shax operates a genesis,
a composition of chaos by which chaos is given ist&iscyand by which A Life is

rendered sensory
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The crucial difference between the actual univarsithe possible universes art
creates (following DG’s conceptualization of adr €xample the two paintings by
Bacon discussed above) is that a possible uniesseesses and as such gives to
experience something completely different to thiaichy the actual universe is
ordinarily experienced as. As such, a haptic visioRigure (to refer to Figural
painting) as possible universe is not as if theaggntation of another imagined or
fantasized universe that could have realized i{ssdtead of our actual universe) like
‘Adam who does not sin’, a haptic vision is notaaration, a symbolization or a
figuration. A haptic vision expresses and as sueesgo experience Life forces
which are the onto-genetic conditions of our actualerse, and it is as such that it
opens itself onto a universe, a possible expressidnLife. A haptic vision as
possible universe is a composition of chaos whahthe specific quality of
expressing the absolute that A Life is. It can &id $0 be a specific
“territorialization” on andof the absolute that A Life is, and it is as such tha
artwork is said to be a ‘finite which restores thinite’ (Deleuze and Guattari,

1991, 186). The painting constitutes a territorgpacific type of territorialization
termed possible universe which accounts for, egg®ds and gives the vision of the

absolute that A Life is.

The possible universes art creates are not “p@segipresentations” of A Life, they
are A Life (and not representations of A Life). It chowever seem easy tead
Bacon’s broken tones agmbolicof virtual movements or forces (A Life) and his
shores of bright tones aspresentativef the non human landscape that the
transcendental field is (A Life). Considered inl&umn, it is nearly as if we have to
convince ourselves th&ortrait of Isabel Rawsthornis not therepresentatiorof A
Life in the living but its capture and as suchexpressionThe important point to
remember about a haptic vision, as that which ésaansuch renders A Life sensory,
is that it can be achieved through an infinity @fys. How could it be representative
since it always emerges as a composition of chaikar foreseen nor
preconceived? How could it be representative sinseonly one possibility amongst
an infinity? The territorializationsn andof the absolute that A Life is can be
achieved through an infinity of diagrams each mating differential relations
uniquely, through an inexhaustible amount of pdegilniverses; it is not the
reserved domain of Bacon and Cézanne which Deldiszasses in his logic of
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sensation. It is like with music, there remaingrdimity of melodies and harmonies
which by constituting and opening themselves owgsjble universes will make us
sense the insensible forces of A Life, not throtggresentation but through

expression.

The operation of the diagram, i.e. the modulatibditferential relations, is
rhythmic. To establish a relation with music, cal@ielectromagnetic waves of
which the frequency, amplitude and phase are vamedcombined through the
diagram by modulation: the diagram as modulatiowafes, or the diagram as
synthesizef? From the diagram results a territorialization, mietion, composition
or synthesis (synthesizer) of chaos, which rentlergenesis and the absolute that A
Life is sensory. The Figural painting as possibleverse is like a piece of music as
possible universe, a universe that opens itselbtas it opens us to A Life when the
piece is heard. The analogy in Figural paintingiiasusic) is not representational,
it is expressive: the Life that Isabel Rawsthosélayed” once more, A Life
expressed anew, a piece of music that has notbirgptesent but “everything” (A
Life) to express. The possible universes of PiBoalez or Francis Bacon: geneses
operated through modulations of waves or territ@agions of chaos, and which
replay and give to experience the genesis thatféikithrough visions and

becomings of A Life beyond any of its previous citinds of existence.

2 Deleuze on the musical instrument of the syntleegihe term Cosmos needs to be understood as A
Life): ‘Varese’s approach, at the dawn of this ageausical machine of consistency, a sounds
machine (not for reproducing sounds), which moladeés and atomizes, ionizes sound matter, and
captures an energy of the Cosmos. If this machingt imave an assemblage, it will be the synthesizer.
By assembling modules, source elements and elerfeeriteating sound, oscillators, generators and
transformers, by arranging micro-intervals, thetgnizer renders audible the process of sound itsel
['le processus sonore lui-méme’], and the produrctbthat process, and puts us in relation with
others elements that exceed sound matter’ (DelendeSuattari, 1980, 423-424). The synthesizer
does not reproduce sounds, it renders audible sitagiti(‘the process of sound itself’) and the
genesis of sound (‘the production of that processtjing us in relation with its virtual or conditis:

the transcendental plane of immanence, the infreiém of differential relations between vanishing
quantities of sound and non-sound matter (‘othienments that exceed sound matter’).
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The Figure is the expressionMiLife in the living The Figure is as such defined as a
medium-specifianode of practical engagemdny which painting embodies the
paradigm of commitment to A Life termdédLife in the living The paradignA Life

in the livingis not exclusively defined by the Figure, it ig eaclusive to the

medium of panting: as discussed in the followingfis@, cinema can also be said to
engage with the paradigAiLife in the livingthrough its own medium-specific mode
of practical engagement termexystal-image The paradigni Life in the livingis

not defined by mediurf? This is also true of the three other paradigms of
commitment to A Life conceptualized to operateekpansion of DG’s

conceptualization of art.

Cinema is not in this analysis considered to foart pf DG’s conceptualization of
art, it is considered as a separate field of engagé’* Deleuze’s conceptualization
of moderncinema, of a ‘cinema of the se@{Deleuze, 1985, 9), is however related
to art since it can also be said to embody a comarit to A Life by following the
paradigmA Life in the livingin that like the Figure, although differentlygives
visions of A Life in the living. For this reasomabecause it seems crucial to, and
will inform, the conceptualization of photographgymedium by which it is possible
to embody a commitment to A Life, the following 8en engages with Deleuze’s

writings on cinema.

% This text exclusively engages with the embodinuérihe paradigni Life in the livingin painting
and in cinema, but there could also potentiallgteceptualizations of other mediums by which to
embody this paradigm. For example, DG exemplifywiag by which the ‘material passes into the
sensation’ and as such expresses A Life with ‘aifkeculpture’ (Deleuze and Guattari, 1991, 164).
Furthermore, their discussions of literature in¢haptePercept, Affect and Concept the same
book can be described as the embodiment of thaligana Life in the livingin literature.

4 This is reflected in the absence of any mentiogiméma in DG’s discussion of art (they refer to
painting, sculpture, literature and music)Qo'est-ce que la philosophi¢Releuze and Guattari,
1991).

% Translated from French: ‘cinéma de voyant’ (Dekeu985, 9).
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Section 3 — Cinema and\ Lifein theliving

Through his conceptualizations of art and modenemia, a cinema of the seer,
Deleuze develops an ‘aesthetic of the virttfatin aesthetic of a materialism of the
virtual, of a transcendental material vitalism. ®ele conceptualizes art and modern
cinema as different practices and mediums whiclagagvith A Life by virtue of
giving visions of A Life. Deleuze thinks, philosapbs,throughart and cinema to
develop what concerns him primarily: the philosopliy transcendental material
vitalism, the conceptual establishment of A Life@ciprocal presupposition with the
living, of a pure plane of immanenasA Life. Deleuze is committed to A Life
through philosophy, ‘the problem of philosophyasacquire a consistency without
losing the infinite into which thought plunges’ (IBaze and Guattari, 1991, 45). Part
of Deleuze’s philosophical commitment, and as amada develop this

commitment, is to conceptualize how art and moderama also engage with the
problem of the infinite into which thought plungesid are as such themselves

modes of commitment to A Life.

Modern cinema, like Figural painting, can be saifollow a paradigm of expression
of A Life in the livingWhereas painting embodies this paradigm througiode of
practical engagement termed the Figure, cinema di@bd through therystal-
image The crystal-image expresses an indiscernibiyeen the living and A

Life, it is an indiscernibility between the actwaeld the virtual raising itself to the
vision of A Life in the living(more precisely, as discussed below, it giveyisien

of the ‘direct time-image or the transcendentahfaf time’ (Deleuze, 1985, 358)).
Evidently, although both modes of practical engagetingive visions oA Life in the
living, by virtue of being embodied in different mediunige Figure and the crystal-

image are very different types of engagement witkifd, they give very different

%6 Translated from French : ‘une esthétique du virttisis expression is part of the title of a tént
Buci-Glucksmann. p.95-111 BUCI-GLUCKSMANN, C. (199&:s cristaux de I'art: une esthétique
du virtuel. in ALLIEZ, E., COHEN-LEVINAS, D., PROUB F. & VINCIGUERRA, L. (Eds.Gilles
Deleuze : Immanence et viearis, Presses Universitaires de France.

37



types of vision and as such types of experiencts. difference is so profound that A
Life itself as a concept is articulated by diffearesrms according to which medium
is discussed. A Life in relation to Figural pairgiis best articulated as sensation: the
body without organs, the Life under the organidm, ltife in the living or the Living
in the lived. A Life in relation to the modern cima is best articulated as the
transcendental form of time or duratfogas that which the crystal-image gives a
vision of). Sensation and time (its transcendefiotah) are unequivocally “the same”
Life, in other words A Life: Deleuze explicitly rexfs to the transcendental form of
time inCinéma 2. L'image-temgs ‘The powerful non organic Life that grips the
world’ (Deleuze, 1985, 109). Both Figural paintigugd the cinema of the seer gives
to experience different visions of A Life: eithéetconstitutive difference of levels
that the sensation is (painting), or ‘the gushihgroe as dividing in two, as

splitting’ (Deleuze, 1985, 109), in other words threnscendental form of time

(cinema).

The living in its reciprocal presupposition withL4fe is perhaps most usefully
described in relation to a discussion of cineméadeuze quotes Blanchot): the
“dispersion of the Outside™ (Deleuze, 1985, 23bhe Outside is time, the
transcendental form of time, and the living ememyes dispersed from time
splitting in two. Time ‘splits in two dissymmetriigets, one of which makes all the
present pass on, while the other preserves the(pettuze, 1985, 109). A Life, as
“feedback” process, as repetition of differenceniserms of time now “imaged” as
both dispersion of the Outside (which makes thegrepass on) and “preservation”
(of the present which becomes past) into the Oeitdilis can also be understood in
terms of the living: the Outside relentlessly dises itselfasthe living
simultaneously as the living incessantly falls bantk the Outside, incessantly
changing its very own onto-genetic conditions, the. Outside. The term dispersion
(and “preservation”) is a new term which descrithessrelationship of reciprocal

%" Deleuze’s conceptualization of cinema is insplsgdhe philosopher Henri Bergson. It is beyond
the scope of this text to engage in details withabnceptual relations between Deleuze and Bergson,
it can simply be mentioned that the ‘transcendefotah of time’ directly relates to Bergson'’s contep
of duration.

38



presupposition between the living and A Life, orrenepecifically the relation of the
indirect representation of time (the living, théumd) to the transcendental form of
time or duration (A Life, the virtual)t articulates a way by which “to image” A Life
as genesis whilst denying any form of transcendeRtm®ugh cinema, Deleuze
develops a way by which to conceptually articubteaesthetic of the virtual. A Life
assensation (Figural painting) is best describegims of genesis as consistency
given to chaos and the simultaneous chaotizati@il abnsistency. A Lifasthe
transcendental form of time (modern cinema) is bdestribed in terms of genesis as
dispersions “dispersed” from the Outside simultarsipas they fall back into it.
These are two ways by which to articulate or givéimage” to the actualization of
the virtual (to give consistency, dispersion) amel tirtualization of the actual
(chaotization of all consistency, “preservatiordind consequently to the reciprocal

presupposition or reciprocal determination betwtbenactual and the virtual.

Cinematic images (perceptions, actions, affectiaagmbodied in movement-
images) are in classical cinema linked throughogreration of association’, ‘an
uninterrupted chain of images each one the slaWeeohext’, with the purpose of
forming a ‘whole’, a whole described as an ‘opddéleuze, 1985, 233-235). This
whole or open can be understood in its most sirtgplas as the “actual universe” of
the film, the “actual universe” that the film coiistes through the association of
movement-images, the “actual universe” in whichaharacters “exist” and which
the viewers see. This open corresponds ie actual movements used to describe
the living, the movements of or in nature, it ie tontinuation of linear time and the
constitution of actual space. This forms that whigtifies classical cinema: the
‘indirect representation of time’, the indirect repentation of the transcendental
form of time (Deleuze, 1985, 233). The whole ddsaxtias open, the actual universe
that the film constitutes through the associatibmovement-images, is the indirect
representation of time, the indirect representadiotihe Outside with which it is in
reciprocal presupposition. The movement-image iis &k'natural perception’
(Deleuze, 1983, 11), it is, and this is how Deleditiers from Bergson in his

conceptualization of cinema, a ‘middle image’ toielhmovement belongs to

39



intrinsically?® The indirect representation of time or of the @leésmbodied in the
association of movement-images in that sense gones to that which we
experiencef time or the Outside through our ordinary experiendéis association
of movement-images (the indirect representatioimaod) undergoes in modern
cinema an upheaval, and a new type of image apgbardirect image of time
otherwise termetime-image This image corresponds to a new type of expegienc
(and a new image of thought (Deleuze, 2005a, xthgj is properly modern and that
is expressed in the cinema of the seer. The moveimaxge is defined by an interval
between a perception-image and an action-imagetigirthe movement-image,
perception prolongs itself into action, defininggansory-motor’ link which
characterizes movement (Deleuze, 1985, 50). Thathwthe characters (and
viewers) see prolongs itself into that which thareleters do, and the repetition of
such linkages constitutes the actual universeefitim, correlating to the
continuation of linear time and the constitutioractual space inside which the
character perceives and acts. In modern cinemagthsory-motor link is broken.
Perception no longer prolongs itself into actioergeption becomes the vision of the
direct image of timasthe actual universe of the film becomes indisd¢genirom

the Outside, from the Outside it presupposes amits-genetic condition. The actual
or open and the virtual or Outside become indisb&rnn, for example, an
‘amorphous space [...] in the style of [...] Antonio(Deleuze, 1985, 169). The
character’s (and the viewer’s) perception leads¢main action, but he ‘*has gained in
vision what he has lost in action or reaction: E&ES, so the problem of the
spectator [and viewer] becomes “what is there &ise¢he image?” (instead of

“what will we see in the following image?”)’ (Delee, 1985, 356).

In modern cinema, the ‘whole’ changes, it changesature. The whole is not the
open anymore, it is not the actual universe thafitm constitutes as in classical
cinema, in modern cinema the whole is the Outditie. Outside is interstice or
fissure (Deleuze, 1985, 234-235), it fissures thenoor actual universe of the film
and becomes interstices between the associatimmwément-images. The Outside

%8 |n opposition, Bergson conceptualizes the cinammatage (or Deleuze’s movement-image) as a
series of photograms to which is added an ‘abstirmet, and as such to which movement does not
belong to intrinsically or ‘really’, it is the ‘fak movement’ of the ‘cinematic illusion’ (Deleu®83,
10, 11).
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correlatively fissures or breaks the sensory-miitér Not only is it as if the open is
fissured or torn open onto its Outside, but thestiire has become primary’
(Deleuze, 1985, 235): the Outside has become pyimdahe sense that the open
becomes its dispersion, and as such in a senser@ay” to the Outside (although
both are in reciprocal presupposition and becordsaernible in the crystal-image).
The Outside is interstice between images, a ‘sgatiat makes each image tear
itself from the void and fall back into it’ (Deleez1985, 234). In modern cinema,
cinematic images tear themselves from the Outsitewhich they fall back
following a genesis described as differentiationlispersion (Deleuze, 1985, 234,
235). The operation @fssociatiorof classical cinema is replaced in modern cinema
by an operation dafispersion The whole, now Outside, is itself process of
dispersion. The purpose of modern cinema is natnang to form a whole of actual
movements through an uninterrupted chain of imatgse to one another, but
between two images to ‘make the indiscernible, ih#te frontier, visible’ (Deleuze,
1985, 235). Its purpose is to make visible theseoeinibility between the Outside
and its dispersions (the open), in other wordsotwstruct an indiscernibility between

the open and its condition, i.e. the Outside orttAescendental form of time.

This is achieved through the cinematic image terthedrystal-image. The crystal-
image is the moment when the image isagsociatedo, enslaved by, other images
to constitute actual movements but when ‘the adtnabe enters in relation with its
ownvirtual image as such’ (Deleuze, 1985, 358). Taieire of movement has
changed. Movement is no more actual, movement maor@ the continuation of
linear time and the constitution of actual spactu@ movements, movements in or
of nature). Through the constitution of an imageryastal-image, that is ‘double-
sided, mutual, actual and virtual simultaneodsl§Deleuze, 1985, 358) what is seen
indiscernibly from the actual in the crystal is avement that is virtual or absolute:
‘the perpetual foundation of time, non-chronologiocae, Cronos and not Chronos.
The powerful non organic Life that grips the wor{@eleuze, 1985, 109). What is
seen through the crystal-image is an indiscertydiletween the actual and the

? The crystal is a metaphor for an actual percepitiahexpresses its virtual, a metaphor for a \oéw
the actual which is indiscernibly a vision of thetwal. The term crystal is used for such metaptadri
purpose because the atomic properties of crystadsmthat their actual forms, as perceived through
the naked eye, express their internal moleculangements which can be thought of as their virtual.
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virtual, between the open and the Outside. Whsgés is the Outside dispersing and
“preserving” itself, simultaneously. This indiscdaitity between the Outside and its
dispersions is imaged in the crystal-image as mg#ne germ is the virtual image
which will crystallize a milieu that is actuaflamorphous; but on the other hand the
latter must have a structure virtually crystallieaim relation to which the germ now
plays the role of actual image’ (Deleuze, 1985,)108e crystal-image or germ is
simultaneously the (virtual) image of an actual gshous space resulting from the
germination, crystallization or dispersion of thgwal, and the (actual) image of the
structure of the virtual “in the process” of cryBtng itself. These two images are
indissociable, they are the two sides of a singlage: it is to see the virtual through
the actual and to see the actual through the Vjriwa sides of the single image of

genesis.

Seen through the crystal is the transcendental @drtime: modern cinema is not the
indirect representation of time but its direct prastion (Deleuze, 1985, 358), the
perpetual foundation or split of time, the incessastallization of the virtual or
dispersion of the Outside. The split of time is @itaneouslyin the tearing of the
images from the Outsid& the actualization of the virtual which makes hé# t
present pass on, aimdthe images falling back into the Outsidethe virtualization

of the actual which preserves the past. The cristhis simultaneity, it is ‘without
inside nor outside, in vertiginous planes and fasd®re the frontiers of life and
death, of the past and the present exchange thesdel.]’ (Buci-Glucksmann,
1998, 96).

The conceptualization of a cinema of the seer fesglizes” the genesis that A Life
is as Outside itself process of simultaneous dssper(or differentiation) and
“preservation”. Were it not for this “preservatioriér this “feedback” of the living
into its very own onto-genetic conditions, the Gaescould rightly be accused of
being a form of transcendence, a transcendenttogbn. The virtualization of the
actual is the difference between Bergson (and Qeleand Kant, and is that which

conceptually affirms the transcendental as pureamence’”

% Translated from French: ‘actuellement’; Deleuzengto this amorphous milieu as being actual.

%1 Deleuze discusses the relation of Bergson to Ka@inéma 2. L'image-temgs109 (Deleuze,
1985).
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Deleuze assigns the status of ‘perfect crystaltheéamages of film director Max
Ophiils, in for exampl&®adame de ..(1953) and.a ronde(1950) (Deleuze, 1985,
111). It is true that ‘no outside subsistsLiaaronde(Deleuze, 1985, 111), meaning
that the Outside becomes indiscernible with thenageactual universe of the film.
The master of ceremonies is like an agent of desperof the Outside, the “rounded
vision” he claims to havis this operation of dispersion. Outside or virtuahéelf,

he finds his presence in the actual, in the “aatnalerse” the film constitutes, as
interstices, as fissures between the differentatttars, decors and sequences. As he
says when he is asked to identify himself: “No oFfeat is to say, anyoné? he is
the Outside personified, no one and anyone, nowjoeitside the open which he
disperses) and anywhere, which also means evergwimereciprocal presupposition
with the open he disperses), he is the modern whweOutside. The master of
ceremonies embodies the image of a man which Delgwes to the transcendental
form of time: ‘the man without name, without familyithout qualities, without self
nor I, the “plebeian” guardian of a secret, theadty-Overman whose scattered
members gravitate around the sublime image’ (De&lep@03b, 121). The actual
movements of the characters, and the sequenche b, are orchestrated,
projected, dispersed by the master of ceremonies fhe Outside he embodies.
They turn in round with the Outside, turn in roumith the master of ceremonies
who operates the continuously renewed genesisaplen. The master of
ceremonies operates the continuation of the ptoutih the projection of characters
on the scene, through the dispersion of sequerscesrstitution or actualization of
an open, and the simultaneous virtualization afe¢heharacters and sequences
through their recuperation or preservation intoGhaside hes. The master of
ceremoniess genesis, an Outsidiself genesis of the actual universe the film
constitutes. The plot must go on, “La ronde” mushtas the continuous
actualization of the virtual and virtualizationtbe actual: actual-virtual-actual-
virtual-..., or dispersion-preservation-dispersioegarvation-... etc. The master of
ceremonies repeats and repeats, he is himselfahife (Outside) and the repetition
of difference (dispersion of the Outside). He im$elf the relentless split of time as

dividing in two: into the passing of the presehe(actual, the continuation of the

% Translated from French: ‘Personne. C’est-a-dinmporte qui.’
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plot taking place in the open), and the “preseordtof the past (the virtual, as he
makes the characters fall back into the Outsidehteas). The master of ceremonies

is Outside and continuously renewed genesis, tepetf difference.

The crystal-image can be exemplified, perhaps motently than in Ophitils, with
the visionary sex scene in Michelangelo Antoniodgdbriskie Point(1970). The
scene exceeds ‘the horizon of event’, ‘man’s baoalkzon’, the living or the open
the film constitutes, in the attempt to construtiraiscernibility with the ‘always
receding cosmological horizon’, the Outside (Dekeu985, 28§ The sequence of
the couple kissing in the desert opens itself anpturality of couples, unknown to
the viewer and to the plot; they are no one, anyotkeveryone like the master of
ceremonies iha ronde Of the plurality of couples some are often mistakor

being the two protagonists, which as such, likeredlothers, become no one, anyone
and everyone. Groups of them fight, sexually texss other, bite one another; the
romance is animalistic, sexual; their bodies ateriaced in masses of flesh on the
desert sand of which they are covered and intolwiey seem to disappear. There
are very slow movements randomly interrupted bydrapovements, changes of
viewpoint and close focus. The sequence does mediiy develop the narrative,
there is no clear progression of the sexual aetctiuple exists in a time that is not
chronological: they are nude, dressed, nude, dileasel so on. The sequence does
not associate images with the purpose of estabtidiie continuation of linear time
and the construction of actual space. The sensotgimtink is broken, perception is
not prolonged by an action (progression of the akaat) but becomes the vision of
a time that is not chronological and of a spaceith@morphous’, devoid of
Euclidean co-ordinates (Deleuze, 1985, 169). Sarghns, smiles, traces, hairs,
sexual acts, dust, animals, teeth, fog, etc.,lated at shifting speeds and unusual
anglesasan a-spatial space and an a-temporal time outsidation: an amorphous
crystallized space itself vision. From the initaluple, the sequence repetitively
moves to other unknown couples and groupings befoireg back to them, and like

3 Antonioni spoke of ‘the horizon of events’, buitad that in the West the word has a double
meaning, man’s banal horizon and an inaccessilleabways receding cosmological horizon’
(Deleuze, 1985, 28).
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in La ronde the sequence turns and turns between the aotagki of the romance

of the initial couple and the virtual image of gmorphous space in which thase:
actual-virtual-actual-virtual-..., ‘one can only justn in the crystal’ (Deleuze,

1985, 111). A fog leads to traces of anyone’s arafy®ne’s sexual acts and
animalistic combats on the grounds. The visionddzatk to the view, there remains
only actual traces of virtual movements on the d&oat, time is again linear and
space actual. The open or actual universe of bimehfad torn itself open onto and
became indiscernible with the reciprocally preswgipg Outside of which it is the
dispersion. Now the interstices or fissures whedhtb and gave the vision are
closed again. The visionary sex scene is in tHe Sigleuze assigns to Antonioni:
‘empty and amorphous spaces which lose their Eemficco-ordinates, in the style of
Ozu or Antonioni. [...] crystallized space, when thedscapes become hallucinatory
in a milieu which now retains only crystalline seethd crystallizable materials’
(Deleuze, 1985, 169).

This description of the indiscernibility betweer thpen and the Outside, the direct
image of the transcendental form of time, resemigescertain degree the
description of the body without organs expressedl sensation: ‘as if the organisms
were caught up in a whirling or serpentine moventleait gives them a single
“body”, or unites them in a single “fact”, indepemdly from any figurative or
narrative relation’ (Deleuze, 2002, 122). The lo6Euclidean co-ordinates in
amorphous or crystallized space reminds us of tlieurBacon composes through
the radical invention of the Figure from chaos. @aeld begin to think of the
modulation of colour in Figural painting, and aslsthe establishment of
differential relations, as a process of crystatima Figural paintingPortrait of
Isabel Rawsthornecomposition of chaos, chaosmos, or crystallizatibthe virtual,
dispersion of the Outside, rendered sensory. Cdimmsccan be made between the
nature of haptic space given to experience by arBignd the nature of an
amorphous crystallized space perceived througlysiatrimage. The liberation of
the eye from its optical function through the hapision given by a Figural painting
could surely be linked with the rupture of the segsamotor link through which
perception prolongs itself no more into action pokens itself onto a vision. But the
distinctions between the vision that a Figure id arvision perceived through the
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crystal-image should not disappear through ovepkii®d descriptions. The painter
and the director both engage with A Life or the <d#, but, in concordance with
their respective mediums, completely differentgnsation or transcendental form of
time (and necessarily through different modes atfical engagement, the Figure or
the crystal-image). Deleuze’s conceptualizatiofighiral painting and of a cinema
of the seer helps to understand and appreciateothelexities of Deleuze’s
ontology, and his own philosophical commitment thife. They define medium-
specific modes of practical engagement by whicknifbody a commitment to A

Life, by which to express and give visionsfot.ife in the living
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Section 4 — Introduction to the paradigms of comminent to
A Life

Two things have motivated me to operate the exparai DG’s conceptualization

of art. Firstly, the intuition that, like Bacon’sork, some works by Thomas Struth,
Pierre Huyghe, Francis Alys and Peter Dbdigmbody a commitment to A Life. This
intuition stems from the aesthetic experiencehese¢ works, | feel that these works
and the experiences they provide involve A Lifet inwery different ways from
Bacon’s Figural paintings (and the films which ¢ensaid to be encompassed by a
cinema of the seer) which express A Life in thenliv The works | am interested in
are not, and as such do not give, visions of A.LF®m this emerges the need to
conceptualize other paradigms by which these weaksbe conceptualized to
embody a commitment to A Life. Secondly, as presipuliscussed, DG’s
conceptualization of art is, some might say, narexelusive, and limited in relation
to contemporary art practices. Most relevantlyirtbenceptualization of art rejects
photography since, as further examined in the ¥ahg section, it cannot attain to
its own conditions, i.e. A Life, and express iirsensation. And it rejects conceptual

”

art because it ‘tends to be “informative™, failisgmultaneously the concept and the
sensation (Deleuze and Guattari, 1991, £8K)any contemporary art practices
produce works which tend to be “informative”, ieses that we very often have to

“read” works (information) rather than “feel” thefgensation), we have to make

% The main works discussed are: Strufkiesv Pictures From Paradisseries of photographs of
jungles, 1998-on going, more specificatgradise 6 Daintree, Australjd 998;La saison des fétes
2010, andA Journey That Wasn'2005, by HuygheéVhen Faith Moves Mountaing002, by Alys;
andUntitled (Ping Pong)2006-2008, an&aragon 2006, by Doig.

% DG indirectly refers to the conceptual artw@ke and Three Chaird 965, by Joseph Kosuth: ‘a
thing, its photograph on the same scale and isdhee place’. Il©ne and Three Chairhe ‘thing’ is
a chair. The work fails to attain to the conceptladir, ‘reducing the concept to tdexaof the social
body’, as if trying to attain to the concept by gesting infinitely reproducible perceptions or
affections of the living. Conceptual art, by onlyigg to experience ‘ordinary perceptions and
affections’, also fails to attain to the sensatiewen to attain to ‘the sensation of the concept’
conceptual art might be thought to aim for, an ctiye DG find more appropriate to assign to
abstract art: not the sensation of sea, not theethit the seis, not the BwO of the sea, but a
‘dematerialized’ sensation, a sensation of the epnof sea. (Deleuze and Guattari, 1991, 187)
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sense of information embodied in or about the warksrder to fully engage with
them. Many contemporary works do not express aas@msbut appear to express a
concept, expressions which to different degreesatheina “reading”, and as such
involve an ontology and modes of engagement araeésthetic experience which
completely depart from DG’s conceptualization df Hrwould be difficult not to
agree with the assessment that DG’s conceptuaizafiart has limitations in
relation to contemporary art practices. It seemgdwer that this should not be
evaluated, at least primarily, as a negative aspeadhe contrary, the narrowness of
their conceptualization is that which allows ita® a forceful and radical articulation
of a commitment to A Life, the artwork andgivesA Life, it restores the absolute,
the infinite. Evidently, this force and radicalissnovershadowed by their
conceptualization’s incapacity to encompass mastetoporary art practices. There
definitely is in writings engaging with contempoyaart practices a desire to
overcome this limit, not by departing from DG brdrh within Deleuze’s and DG’s
writings. And effectively, ‘there is no reason wanaoot look to Deleuze’s other
writings, on cinema and literature, for example arehtively apply concepts from
these different mediums and milieus to the fieléxppanded visual art as it exists
today’ (O'Sullivan, 2006, 144). Such creative agpgibns of concepts to
contemporary art practices in many cases give meyesting results, however my
approach is to a certain extent different. My apptois not to apply to
contemporary art practices concepts which DG haveldped in relation to
mediums and milieus other than art, it is to tddertconceptualization as a point of
departure and attempt to expand it whilst remaicinge to its essence. This essence
is argued to be a commitment to A Life: a commititraaticulated radically in DG
through a paradigm of expressions/visions of A Llifethe following section
Struth’s work is analyzed through the creative mjapilon of concepts extracted from
Deleuze’s writings on cinema (and on Nietzschelaginiz), but my approach is
not fully rendered by such description. This istlydsecause Deleuze’s writings on
cinema (and literature, music could also be indlijdevolve the same paradigm of
expression of A Life as DG’s conceptualization af By approach is not per se to
use concepts through which DG have approachedaaigan of expression of A Life
in mediums or milieus other than art and apply themontemporary art practices, it
is to conceptualize new paradigms by which arta@nmit to A Life beyond a

paradigm of expressions/visions of A Life. Most musly, the difference of my
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approach is that it results in a new conceptuatinatf art and as such in a new
definition of art. As it will be seen through itscapacity to (or “refusal” to)
encompass contemporary works such as Gerhard Richtestract and “blurred
photograph” paintings and Pierre Huyghe’s worletth Journey That Wasn't
2005, my expanded conceptualization of art remialatively narrow with rigid
criteria defining its borders. Its purpose is rmehcompass a high volume of
contemporary art practices but practices of a Qigdity in their capacity to
embody, and push the boundaries of what it meaamtmdy, a commitment to A
Life.

From the engagement with specific works by Bacont, Huyghe, Alys and Doig
emerges four different paradigms of commitment toifd. The three newly
conceptualized paradigms do not relate to A Lifeaascally as does the paradigin
Life in the livingcorresponding to DG’s conceptualization of arg works which
embody either one of these three paradigms doxpoess and give visions of A
Life. The loss of radicalism of the three new payats is compensated for by the
expansion they offer. Each of the three new pamadig a departure from DG’s
conceptualization of art, a departure which alléevshe inclusion, in an expanded
conceptualization of art, of other modes of aegthetperience beyond vision:
hallucination, view, narration, and of other medsamphotography, performance and
figurative painting. The problem is how to be mor@usive of contemporary art
practices whilst establishing rigid criteria by wiian expanded conceptualization of

art embodies the essence of DG’s conceptualization.

As the three new paradigms of commitment to A kifeerged from the engagement
with the artworks intuited to relate to A Life, daime to realize that a certain logic
linked the four paradigms together. This logicestoarticulated in relation to the

notion ofmovement

In terms of aesthetic experience, a haptic visiongdxamplePortrait of Isabel
Rawsthorngnot onlyis but can be said tead toandopen itself ont@ possible
universe. The aesthetic experience of art can@slselexpressed in terms of
movement, and movement in turn can be describ&stins ofdeterritorialization
andreterritorialization.
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Deterritorialization is ‘the movement by which “drieaves the territory’ (Deleuze
and Guattari, 1980, 634). The deterritorializati®always necessarily in reciprocal
presupposition with a reterritorialization sincesasn as a territory is left, another
territory (or the absolute, as it will be discugsischecessarily entered, attained,
conquered, etc.; and inversely so, a reterrit@adiion also inevitably involves a
deterritorialization by which a previous territomas left. Through the aesthetic
experience of a haptic vision the viewer can bd gago through a movement of
deterritorialization from nature and of reterritdization onto a possible universe.
This movement can equivalently be described am tte view of the living to a
vision of A Life in the living; from real experieedo conditions of real experience;
from the finite to the infinite; from nature to tefritorialization” on the absolute that

A Life is; from nature to a possible univerSe.

The movements of de- and re- territorializatiomab only describe the aesthetic
experience of the viewer. Movement also articul#ttesprocess by which A Life is a
continuously renewed genesis, by which chaos isrgascontinuously renewed
consistency, and as such by which nature as weiperit through our views
incessantly changes. Movement has what could beetetwo components in
reciprocal presupposition: a virtual component thyoh it isabsoluteand an actual
component by which it iselative Movement is simultaneously absolute and
relative, it is simultaneoushljirtual movementandactual movement®G discuss

movement inCapitalisme et schizophrénie 2. Mille plateaux

Movement has an essential relation to the impeidepit is by nature
imperceptible. Perception can grasp movement athadisplacement of a
moving body or the development of a form. Movemgbéxomings, in other
words, pure relations of speed and slowness, pieets, are below and
above the threshold of perception (Deleuze andt@uig2004, 309).
In this quote, movement is that which is here tetwigual movements (becomings,
pure relations of speed and slowness, affecty, atwd the displacement of a moving
body or the development of a form is here refetoedls actual movements. Relative
or actual movements describe the living, the movemef or in nature, and absolute

or virtual movements describe A Life, the infinitvements and speeds of chaos

% “Movement from nature to a possible universe” &pacific formulation which will form part of the
new definition of art correlated to the expansiéDG’s conceptualization of art.
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and its genesis, the chaosmos. Relative movemématisvhich is ordinarily grasped
of (absolute) movement through perceptioins @bsolute movement within the
threshold of perception. ‘Threshold of perceptiansrelative, there is always one
capable of grasping that which elude the otheretigde’s eye ..." (Deleuze and
Guattari, 1980, 344). What different perceivingjscots see of absolute movement
depends on ‘the mediation’ which corresponds theécific threshold of perception
(Deleuze and Guattari, 1980, 344, 345). But abedlubvement in itsel€ontinues
to occur elsewhere’ (Deleuze and Guattari, 1988) Béyond the mediation of
perception, beyond the threshold of perceptior tiie living is that which we
perceiveof A Life through our ordinary views, the relativet@a movements are that
which is perceivedf the absolute virtual movements. A perceiving stiigin A
Life, the transcendental field or pure plane of iam@nce, and looks directly at A
Life but sees “only” that which her own threshofdoerception allows for: not the
infinite movements and speeds of chaos, virtuablaibs movement, but the relative
movements that form the nature she perceives odiates” absolute movemeas
(the nature shean perceive: neither the eagle’s nature nor the sicldture, her

nature).

Our ordinary movements in and experiences of nattgeelative
deterritorializations and reterritorializationsrélative de- and re- territorialization is
a movement from one territory in nature to anotbkeitory in nature, for example
from the room to the corridor. It also correspotalsur ordinary experiences or
views of nature: from a view of the room to a viefathe corridor. By virtue of
reciprocal presupposition, a relative deterritazetion ‘requires an absolute for its
operation’ (Deleuze and Guattari, 1980, 636), magathat a relative movement
always necessarily supposes absolute movemestlikeisaying, using DG’s quote
above: the displacement of a moving body or theeldgment of a form requires and
as such reciprocally presupposes becomings, platgores of speed and slowness,
for its operation. But through a relative de- aedterritorialization this absolute is
“missed” in experience like A Life is “missed” irubordinary experiences of the
living, like the vision is “missed” in the viewkié the conditions are “missed” in real

experiences.

The aesthetic experience of a haptic vision inv@enovement different to our

ordinary movements in and experiences of natureydlves a movement of
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absolute deterritorializationthe viewer goes through a movement by whichavés
the territory in or of nature and attains to thedbte that A Life is. The absolute
deterritorialization is coupled with what could teemed a “reterritorialization on the
absolute”, from nature to A Life, from the finite the infinite. There are no
territories on the absolute that A Life is, herloe éxpression “reterritorialization on
the absolute”, which is my own and not DG’s, mighpear to be misleading. But
since this text emphasizes the aesthetic exper@nedaptic vision as a movement
from nature to a possible universe, in other waigla deterritorialization from
nature and a reterritorialization on a possibleverse which itself expresses the
absolute that A Life is, the expression “reteridgbrzation on the absolute” seems
appropriate. A haptic vision can be said to bartdeializationon andof the
absolute: a possible universe that gives consigtenthe absolute and by which the

absolute becomes sensory.

In this case movement ceases to be related to ¢léation of a relative
threshold that it eludes ad infinitum; it has atéal, regardless of its speed or
slowness, an absolute but differentiated threshaldit could also be said
that movement ceases to be the procedure of alyahskative
deterritorialization, to become the procedure cfadilte deterritorialization
(Deleuze and Guattari, 1980, 345).
The perceiving subject through her aesthetic egpes of a haptic vision no longer
sees the nature her relative threshold of peraepfies or allows her to see,
perception opens itself onto itself and as sucb datconditions as the threshold
becomes absolutaut differentiatedwhat is experienced is the infinite variation of
vanishing and emerging differential relations deii@ing the topology of the
transcendental field, onto-genetic conditions,guf@ by Bacon for example. The
threshold becomes, and correlatively the perceisingiect becomes one with, ‘the
construction of this or that region of the contidysane’ (Deleuze and Guattari,
1980, 345) or plane of immanence, the transcenbiigglth A Life. When the viewer
Is reterritorialized on the possible universe thagptic vision is, she attains to the
absolute, she goes through an absolute deterhiratian uniting with the absolute
component of movement, establishing a unity withi#&. The viewer is, as
previously discussed, dispersed in and as A Llifie Miewer experiences the
sensation that the artwork is, and liberated fr@mdrganism, she is given a haptic

eye by which she becomes other than she was, sbsesra threshold of consistency
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becoming A Life as A Life becomes through “her”.eTébsolute deterritorialization
necessarily requires a relative for its operatfmmec¢isely because it is not
transcendent’ (Deleuze and Guattari, 1980, 636¢. dlisolute deterritorialization
does not mean to attain to a transcendent unigsrsfdeaving nature towards an
exteriority transcendent to the pure plane of imemee. Absolute movement always
operates through a relative movement (and invesslymeaning that the viewer
which goes through an absolute deterritorializaéetablishing a unity with A Life

is and remains, for example, in front of the paigtin the gallery space. The
aesthetic experience of a haptic vision is the lmawhich a relative movement
opens itself ontds absolute; in other words the way by which thenlgror nature
opens itself onto itself and as such onto the th# itis, the way by which the body,
the view, the finite, open themselves onto thenesehnd as such onto the body

without organs, the vision, the infinité.

Movement can be defined by three inseparable agglpposing qualities or
“moments” which describe the interrelations or @asant passages” between its
relative and absolute components, between actdaviainal movements: the
virtualization of the actual (actual — virtual)gtheciprocal presupposition between
the actual and the virtual, their inseparabilityd dhe actualization of the virtual
(virtual — actual). It is important to understahdttthere is only “one” movement,
which can be thought as having both a relativeaandbsolute component, and as
“being composed by” or as “in-between” the actualan of the virtual and the
virtualization of the actual. Effectively movemeran be described as actual-virtual-
actual-virtual-..., as the continuously renewed genefsthe actual (virtual — actual)
and the incessant “preservation” or feedback ottttaal into the virtual (actual —
virtual). These two qualities or “moments” of movemh presuppose each other and
entail a reciprocal presupposition between theahetnd the virtual. Hence
movement can also be described as virtual-virtualad-virtual-... (virtual
movements) in reciprocal presupposition with acaabal-actual-actual-... (actual

movements). The former sequence corresponds tabwute component of

3" D. N. Rodowick provides an account of relative mment and absolute movement in relation to
cinema, of the ‘relative and absolute as two pethpes on movement, inseparable yet quite different
in their relation to images’ (Rodowick, 1997, 4445
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movement and the latter to its relative compon@riual-virtual-virtual-virtual-... is
A Life, and actual-actual-actual-actual-... is therg, that which we ordinarily

experience or gragyf A Life.®

The three qualities of movement respectively cgoes to:absolute
deterritorialization(from the living to A Life, the virtualization dhe actual)the
reciprocal presupposition between the absolute r@tative components of
movemen(the living and A Life in reciprocal presuppositjp andrelative
reterritorialization (from A Life to the living, the actualization difi¢ virtual). In
terms of genesis, the three qualities of movemesyectively correspond to: the
chaotization of all consistency or the dispersi@aiigng back into the Outside; the
“tension” between chaos and consistency, the “teridietween the Outside and its

dispersions; and chaos being given consistencydiipersion of the Outside.

The artwork described by DG’s conceptualizatiomamf(for instancdortrait of
Isabel Rawsthornethe artwork which embodies the paradigm of commant to A
Life termedA Life in the living embodies the first quality of movement: absolute
deterritorialization, from the living to A Life. Ti& quality effectively corresponds to
DG'’s definition of art as the finite which restortkg infinite, a movement from the
finite to the infinite, from nature to a possibleiverse which expresses the absolute
or infinite that A Life is. This quality of movemealso describes the aesthetic
experience of the artwork: the haptic vision aswused above. This quality can be
termed the haptic quality of movement, it is thalgu by which movement always
necessarilys, and opens its relative component onto, the absthat A Life is
(although it is not ordinarily experienced as sudie artwork which embodies the
paradigmA Life in the livingis saidto embodyand as such give to experience this

haptic quality of movement.

¥ |n these sequences, the “actual” can be replagéthé living” or “nature”, and the “virtual” by “A
Life”. Movement can be described as nature-A Lifgune-A Life-...; the relative component of
movement, that which we ordinarily experience dfife, as nature-nature-nature-nature-...; and the
absolute component of movement as A Life-A Life-#etA Life-... .
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The logic by which there is a relation betweenfirst three paradigms of
commitment to A Life is that each paradigm corressoto a quality of movement:
each of these paradigms embodies and as suchtgiegperience one of the three
qualities of movement. The first three paradignesas such intrinsically related

since the three qualities of movement are in anlogical sense inseparable.

Works which embody the second paradigm of commitrteeA Life (the paradigm
termedthe living as point of view on and from A Qianmbody and as such give to
experience the reciprocal presupposition betweerlisolute and the relative
components of movement, between the living andfa, lin other wordshe tension
between chaos and consistency or between the @wsilits dispersions. As
discussed through the development of an ontolodlgephotograph and Struth’s
New Pictures From Paradisseries of photographs, the experience of the mecab
presupposition between the living and A Life inv@dvan experience of the living as
point of viewon andfrom the Outside or A Life. How is an engagement wlid t
reciprocal presupposition between the living andif@ a commitment to A Life?
Through the works which embody this second paradigmliving is simultaneously
experienced as point of viemn A Life, meaning that the living is that which is
perceivedf A Life (in accordance with our respective threshol perception), and
as point of viewirom A Life, meaning that it ifrom and througl®A Life or the
Outside that the living is perceived. This engagendees not give visions of A Life
in the living, hence it is less radical than thegaigmA Life in the living but it

“relates” the living to the Life that i, and as such it is a commitment to A Life.

Works which embody the third paradigm of commitmenA Life (new living
emerging from A Lifeembody and as such give to experience the relativ
reterritorialization corresponding to the qualifynoovement by which movement is
from A Life to the living Thisliving or nature is not the same as the one prior to the
movement, it is a new living or new nature whicheeges from A Life or the

Outside. The third quality of movement is the ogeMhich movement always
necessarily results or (re-)emerges from the caotisly renewed creation that A

Life is, the quality of movement by which naturentiouously renews itself, by

which nature continuously re-emerges anew. An ernnteat of this quality of
movement is a commitment to A Life because it gigesxperienca new living or

nature which emerges from A Life, giving to expade the renewing force and
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creative potential that A Life is. In comparisonthe first two paradigms, this
paradigm is a more pronounced departure from D@eptualization of art: as it
will be further discussed the new living or natufeich emerges from A Life
opposes itself to the ‘new earth and [...] peoplat #ut ‘calls for’ (Deleuze and
Guattari, 1991, 104), and involves through its laetst experience no unity with A
Life as do works which embody the first two paraég Consequently this third
paradigm corresponds to a less radical commitneeAtltife in comparison to the

first two paradigms.

The fourth paradigm of commitment to A Lif® (ive A Lif§ does not relate to
either one of the three qualities of movement ermgasved by the first three
paradigms. The first three paradigms are concewitidthe “nature” of movement,
with the qualities of movement which describe theirelations between its relative
and absolute components, qualities which define tiomordinary experiences of the
living relate to A Life and inversely so, how A kifelates to our ordinary
experiences. The fourth paradigm concerns itsel widifferent type of problem:
not the “nature” of movement but the “performanoéimovement. The fourth
paradigm is like the three others a paradigm ofrodment to A Life, in other words
a paradigm of commitment to the absolute compookemtovement. Concerning
itself with the “performance” of movement and beangommitment to the absolute
component of movement, the fourth paradigm concésal withthe performance
of absolute movementhe performance of absolute movement means rerform
the relative movements we ordinarily perform, kaittawill be discussed through
works by Huyghe, Alys and Doig, it means to perf@bsolute movements, not to
ordinarily live the living (as we ordinarily do)ubtolive A Life(which we rarely
do). This fourth paradigm is the most pronouncegehdeire from DG’s
conceptualization of art. As it will be further disssed, this paradigm involves the
narrations of “stories” of figures who live A Lifélarration, and its intrinsic links to
figuration (Doig’s paintings for example are sacherrate through figuration, Doig
paints figuratively), is in complete opposition@&’s conceptualization of art. The
paradigmA Life in the livingalways involves expression (Figural painting for
example) in diametrical opposition to the repreatmmnal practices of both

figuration and narration. This fourth paradigm méveless corresponds to a
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commitment to A Life since A Life is that whichlised, the artworks narrate stories

about the possibilities of living A Life.

Why exactly are these three new paradigms saidrstitute an expansion of DG’s
conceptualization of art? Because like DG’s congalptation of art, at the core of
each of these three paradigms is A Life, each cosdteself first and foremost with
A Life (and inevitably with its reciprocal presupption with the living). Following
a concern with the visionary expression of A Lifethe living, the concern with A
Life then shifts: A Life is that which “gives toekthe living and that which is
“gazed at” (but not seen) when seeing the livihg, living is simultaneously point of
view on A Life and point of viewfrom and throughA Life. The concern with A Life
shifts again: A Life is that which renews the ligiand that which the living
continuously re-emerges from, A Life is the creafpotential which leads to new
possibilities. And finally, in a shift that can baid to be more drastic, A Life is that
which is lived, beyond, although necessarily thigube living which we ordinarily

live.

By definition, the expression of A Life in the Ing as a conceptualizatiarf art
encompasses many different mediums as it is cleatigulated inQu'est-ce que la
philosophie?it applies to painting, literature, sculpture andsic), although it
needs to be precisely conceptualized in relaticgatth medium (for example
paintingas Figural painting). Each of the four paradigmshef expanded
conceptualization of art is also not medium spec#i specific medium can embody
different paradigms. For example, some of Doig{regs are conceptualized to
embody the paradigno live A Life Doig’s work does not fail art following DG’s
conceptualization of art because it is figuratiad &ails to express A Life. Doig uses
the medium of painting to embody another paradignwbich his work embodies a
commitment to A Life, although not as radicallyFagural painting does. And
correlatively, a paradigm can be embodied by matffigrdnt mediums. For example,
Alys performances and their documentations aresa&bto embody, like Doig’'s

work, the paradigno live A Life
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Each of the four paradigms is defined by the saghefsfive properties. The
paradigmA Life in the livingencompasses the mode of practical engagement with
painting termed Figufé& but since a paradigm can encompass many diffenedes
of practical engagement, a paradigm is not definethese modes. The first
property of a paradigm israode of aesthetic experiengke set of five properties
defining a paradigm are in this paragraph italid)zd he paradignA Life in the

living is defined by thenode of aesthetic experiensemed vision. This paradigm is
defined in terms ofmovemenby the absolute deterritorialization (and the
reterritorialization on the absolute). Tdescription of experienasorrelated to this
paradigm is nature opened onto itself and as satthtbe absolute that A Life is. Its
corresponding quality of movemastthe haptic quality of movement (as previously
mentioned the fourth paradigm has no correspongliradjty of movement). The

final property is théype of possible univergbe artwork which embodies a specific
paradigm is said to lead to or to open itself oA®It has already been discussed the
haptic vision involves a deterritorialization framature and a reterritorialization on a
possible universe which itself expresses the absdtihat A Life is. The paradigiy

Life in the livingis defined by d@ype of possible univerdermed haptic vision. These

five properties constitute the set of propertiesvych all paradigms are defined.

% Cinema, although not explicitly categorized asaarprevious discussed, could be said to embody
the paradignA Life in the livingthrough a mode of practical engagement termedairimage.
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Section 5 —Photography and the second paradigm of
commitment to A Life: theliving as point of view on and
fromA Life

The interest in conceptualizing photography as omadiy which it is possible to
embody a commitment to A Life stems from the intuitthat the aesthetic
experience of Thomas StrutliRew Pictures From Paradisseries of photographs of
jungles and forest8relates to A Life or the Outside. This intuiticanmot find its
conceptual explanation in Deleuze since for hinmat@graph cannot express A Life

in a sensation, it cannot give a vision of A Lifethe living.

Following DG’s conceptualization, art is the exies of A Life in the living, it

expresses A Life in a sensation, giving to expeeea percept and an affect. The

photograph cannot achieve this because, as préyimentioned, it cannot express
the constitutive difference of levels that the seia® is. The photograph is not a
vision but a view, it is unable to express an iodisibility between that which it
gives to see (the sensed, the lived, a single)lewel its conditions (the sensing, the

Living in the lived, the difference of levels).

Deleuze establishes a link between our ordinarydrumews and photographs.
Photographs ‘impose themselves upon sight ancdoudethe eye completely’
(Deleuze, 2002, 87). Photographs condition sigmbtqgraphy ‘is what modern man
sees’ (Deleuze, 2002, 19). It seems that Deleusmsisvo things here: that modern
man is conditioned to see clichés (and as prewausihtioned that the modern
painter faces the danger of painting the preexjstlithés that already cover the
white surface of the canvas), but also that phefalgs condition sight “to perceive
on a single level”. Photography participates inyiegq us visions, it works against

the possibility of experiencing the constitutivéfelience of levels that sensation is,

0 Thomas Struth produces a series of photograped Biaradise 1 Paradise 2 etc., followed by the
region and country in which they were taken. A2@®2, 25 photographs formed the series; each
were reproduced in the bodlew Pictures From Paradigétruth et al., 2002). The series is formed
of photographs taken from jungles and forests dftfalia, Japan, USA, China, Germany, and Brazil.
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(in painterly terms) against the constitution of a haptic sense. An x-ray photograph of
the body does not express the body without organs which accounts for the difference
of levels that the sensation is, on the contrary, it flattens it, it actualizes it onto a
single level. To introduce a relation between science and photography, a relation that
is more my own than DG’s: the photograph catches the BwO in a system of

reference by which it “gives” organs to it, by which it measures argans.

Removed due to copyright

Plate 62, Horse Catering, Annie G. With Jockey (.056 sedmnBpdweard Muybridge,
1887

And yet, paradoxically, Deleuze writes that ‘Muybridge’s photo-images’ manage to
include within their sensation the constitutive difference of levels (Deleuze, 2002,
87). Deleuze does not tell us how the photo-images manage to do so, but through this
proposition he opposes them to photographs. This proposition appears like a
contradiction since Deleuze rejects the ‘hypothesis’ that ‘levels of sensation would
be like stops or snapshots of movement, which would recompose movement
synthetically, in its continuity, speed and violence, as in synthetic cubism, futurism,
or Duchamp’s NudgDeleuze, 2002, 44). Effectively, levels of sensation are not
instantaneous snapshots decomposing movement into stills, they are, as previously
discussed, that which the body without organs accounts for. This tension in
Deleuze’s writings with regards to the capacity of Muybridge’s photo-images serves
as a clue explaining my intuition that Struth’s New Pictures From Parzdises

relates to sensation and as such to A Life.
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The difference between photography and cinemaring®f that which they give to
see is obvious: the photograph has no movementeaka&inema, as previously
discussed, gives the movement-image, a middle irakigeto natural perception
since (actual) movement belongs to it intrinsicalActual) movement is a ‘mobile
cut of duration’ or mobile cut of virtual absolutevement (Deleuze, 1983, 22); in
turn, the photograph is an instantaneous imag&éyamobile cut of [actual]
movement’ (Deleuze, 1983, 22). Photographs perbapdition sight in terms of
pre-mediating our views with clichés and conditranour sight “to perceive” on a
single level, but that which the photograph givesee is not what is experienced
through human or natural perception. Human peroepts Deleuze writes in his
discussion of the movement-image, is not the ssoaeperceptions of static points
of view, it is not the successive perceptions ahimbile cuts of actual movement
(Deleuze, 1983, 11). Human perception is not phajayc, its continuously
renewed genesis is not the serial actualizaticstaiic points of view. As for the
movement-image of cinema, movement belongs to hiypraseption intrinsically. It
is as such impossible for human perception (withletphotograph) to experience a
static point of view. Simply by virtue of being 8ta of being an immobile cut of
actual movement, the photograph is ontologicalffedent to that which human
perception “perceives”. The photograph gives tosse®w beyond the threshold of
human perception. This formulates that which wemadlw intuitively on a pragmatic
level: the photograph gives to see something diffeto what we see through human
perception, as it is clearly exemplified by the lwof Muybridge (even by a single
photo-image in isolation from the others on the sgfate}*. The photographic
apparatus (or camera) has its own relative thregb@iception by which it “sees”
(that which we see in the photograph) beyond thestiold of human perception.
But this does not mean that the photograph givexperience a vision of A Life,
the photographic apparatus’ threshold of percepeomains relative, it is not
absolute as through the haptic vision and absoleterritorialization. As DG writes:
‘in relation to the photograph, the [virtual abgelumovement and the affect [A

Life] once again took refuge above and below’ (Dekeand Guattari, 1980, 344) the

“Lt is as such that Muybridge was able to resportti¢ challenge that was given to him and prove
that there is a point at which a galloping horsesdieot touch the ground.
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photographic apparatus’ relative threshold of petioa. The photograph does not
give to see A Life, it gives to see a view of timature” the photographic apparatus
canperceive, a view of the “nature” that constitutest which the photographic
apparatus can perceiegabsolute movement, in other words a view of thiaittv
the photographic apparatus perceives A Bg@according to the mediation it

operates.

The ontological shift of the photograph (in compan to our ordinary views) can be
summarized as: the photograghatesthe living in its point of view to its genesis,

and it achieves this by virtue of ‘sharing’ its geis with the living?

The photograplnelatesnature to its genesis, the living to A Life, itates the living
to the Life that itis. This does not mean that the photograph expréissdsfe of
that which is in its point of view. | agree with Baze, the photograph cannot
express A Life in a sensation. But by virtue ofrefgawith the living (in its point of
view) the same genesis, the photograph, more pptéet extra-ordinary
photographrelatesnature to the Life or genesis thatsitleading to an aesthetic
experience that is very different to both our oadinviews and the experience of a

haptic vision.

A constant paradigm in Deleuze’s ontology is thpagition of two imbricated,
reciprocally presupposing lines. They are a hotialdine of actual movements
(history, movements in or of the living, actualatele movements) and a vertical

line of genesis (becoming, movements of A Lifetuat absolute movements).

“2The term “sharing” is borrowed from André Bazis (arther discussed below): ‘The photograph as
such and the object in itself share a common beifigr the fashion of a fingerprint’ (Bazin, 199),

3 The qualifications horizontal and vertical aregiairom Deleuze’s discussion of Baroque music
which he characterizes by two lines, an horizomalody and a vertical harmony (Deleuze, 1988,
174).
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These lines are in reciprocal presupposition, ‘does not know where one finishes
and where the other begins’ (Deleuze, 1988, 17MgirTreciprocal presupposition
conceptualizes the relation of actual movementkdo genesis and inversely so, the
relation of genesis to the actual movements itssantly gives rise to. The vertical
line of genesis “traces a line” from the infinifgegds of chaos “all the way up or
down” to its actualization, from the infinite toetliinite, from the absolute to the
relative we perceived through our ordinary experasn This vertical line is “traced”
through the difference of levels constitutive af gensation, it “maps” the sensing
(conditions of experience) all the way up or dowrthte sensed (experience). It is
effectively that which the Figure expresses, Figpanting opens the view, or the
horizontal line of actual movements, onto itsell @s such onto its vertical line of

genesis.

That which the photograph gives to see is not anlymmobile cut or cut across the
horizontal line of actual movements, it is alsowditianeously a&ut across the

vertical line of genesis of that which is in itsrgaf view It is as such that the
photograph shares its line of genesis with thattis in its point of view (nature)
and inversely so, nature shares its genesis watipliotograph. In other words, both
the photograph and the part of nature that wasogihaphed have or share the same

vertical line of genesis.

André Bazin, a considerable influence on Deleungings on cinema (especially
in Cinéma 2. L'image-temg§Beleuze, 1985)), conceptualizes this “sharing” or
“ontological imbrication” inOntologie de I'image photographig(tne first article in
the first volume ofQu'est-ce que le cineméBazin, 1990) originally published in
1958). The photographic image or the photograpklation to the ‘object’ it has
captured is effectively ‘the object itself, the ety freed from the conditions of time
and space that govern it’ (Bazin, 1990, 8). ltadscause ‘the image [the
photograph] can be blurred, deformed, discolorethout documentary value, it
proceeds, by its genesis, from the ontology oftioglel [the object]; it is the model’
(Bazin, 1990, 14). The photograjgthe model, the photographthe object, it
‘share[s] the same being’: ‘the photograph as suncththe object in itself share a

common being, after the fashion of a fingerpriBagin, 1990, 8). The photograjh
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that which is in its point of view, and ‘therefootography actually contributes
something of the order of natural creation instefproviding a substitute for it’
(Bazin, 1990, 16). The photograph is not represemial of nature (it does not
provide ‘a substitute for’ nature), it ‘contributes gives to see ‘something of the
order of natural creation’. This “contribution” f&azin is the ‘revelation of the real’
(Bazin, 1990, 16), the photograph gives to seeréad’: this is where this
development of an ontology of the photograph dedasin Bazin. What Bazin calls
‘natural creation’ is in this development genea8id,ife, the “natural creation” that A
Life is. The photograph does not reveal the réad, a cut across the Life that the
object in its point of views, a cut across its vertical line of genesis, givimgee

that object in a view beyond the threshold of humarc@gtion. For Bazin the
photograph is to nature that which the fingerpigrtb the hand, it is revelation of the
real. Bazin’s metaphor of the fingerprint is, ascdissed below, relevant to this
ontology but in a way that is unrelated to a cohoéphe real. The problem is to
conceptualize how this ontology of the photogragptd as such the ontological shift
from human perception, relates not to a revelaticime real but contributes to
articulate a relation between the living and A L&milar is Deleuze’s stance
towards Bazin. Deleuze acknowledges Bazin’s inftgeon him in the beginning of
Cinéma 2. L'image-tempeith a discussion of the “fact-image™ (DeleuzE985, 7).
The fact-image is a conceptualization by whichdimematic images developed in
Italian neo-realism produce an *“additional redlitfpeleuze, 1985, 7). Deleuze
expresses his reservations about such a noticeabfy;, he is not ‘convinced that the
problem [...] poses itself at the level of the rd&leleuze, 1985, 7). Deleuze goes on
to conceptualize the time-image to relate the cetemmage not to the real but to

the transcendental form of time, i.e. duration.

That the photograph shares with nature the sareefigenesis corroborates the
relation of photography to science. Science renesitite infinite movements and
speeds so as to give them references. It measutée With relatives unities
determiningextensivejuantitiesas nature. However small or large these extensive
unities are, science is forever unable to “atténthe reciprocally presupposing and
‘indivisible’ intensiverealm that A Life is (Deleuze, 2003b, 306). Scesac
threshold of perception is by definition relatian@ not absolute). Science ‘is a
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fantasticslowing downand it is by slowing down that matter actualidsslf, but

also that scientific thought is able to penetrabyy/iproposition’ (Deleuze and
Guattari, 1991, 112). Its act of thought or craaigthroughthe genesis that A Life
is, throughthe chaosmos, by cutting across it to gain pahtgew inside it.

Equally, the photograph is not point of view orttongs ‘providing a substitute for
[them] (Bazin, 1990, 16), but it is, like sciengmint of view ‘inside things
themselves’ (Deleuze and Guattari, 1991, 126). ®jrtaphy and science measure or
give reference to the chaosmos, to A Life. The pbh@tphic apparatus measures the
chaosmos, operating a ‘spatialization of time iasaple from science’ (Deleuze,
2008, 88)and from photographyLike science, the photograph is a ‘freeze-frame’
(Deleuze and Guattari, 1991, 112) on absolute mew¢iand proceeds with a plane
of reference. The photographic apparatus “freettesinfinite movements and
speeds into its “frame” or plane of references itself a plane of reference and gives
to see that which is perceived from the point efwof the plane of reference that it
is. DG explicitly discuss this relationship betwedmfography and science in
Qu'est-ce que la philosophi@then they discuss ‘those qualities devoid of all
subjectivity, sensorial data distinct from all s&ti@n, sites established in states of
things, empty perspectives belonging to things sewes’ (Deleuze and Guattari,
1991, 125). DG tell us that these ‘unsensed sdiasibiven to be seen by scientific
instruments such as the ‘photographic plate, camneireor’ are the ‘sensory that
qualifies [...] a scientifically determined statetbings, thing, or body’ (Deleuze and
Guattari, 1991, 125). This passag&in'est-ce que la philosophie®complex, and

in it DG tells us something rather strange, butesdly relevant: ‘geometrical
figures have affections and perceptions’ (Deleumk@uattari, 1991, 125). DG uses
geometrical figures to exemplify fonctifs, the atigby which science thinks the
functions and variables by which it traces planfagference on chaos, by which it
cuts across the chaosmos. Scientific instrumekesthe photographic apparatus,
give to see the unsensed sensibilia which are petand determinedby their
corresponding planes of reference. The photograagparatus gives to see from the
point of view of a plane of reference by whichoit,science, “scientifically
determines” nature. It gives to see from its pointiew, a point of view which can

“4 Equivalent to the “concept” as the object throudtich philosophythinks and the percept and
affect, or bloc of sensation, as the object throwgkch artthinks
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be imaged as a geometrical figure “in the middle(ahd which as such cuts across)
the chaosmos, a triangle in “in the middle of” trenscendental field, a square “in
the middle of” the pure plane of immanence. ToD&es strange proposition, the
photographic apparatus gives to see that which g&aral figures perceive and feel
(perceptions and affections). Different photogragbthnologies correspond to
different planes of reference, and as such tomiffeways to cut across the
chaosmos, giving different points of view insidentis themselves. This proposition
is not only relevant to highly technological cansesach as those used for x-ray
photography that literally sees inside thingss itelevant to the ontology of the
photograph and as such to all photographs. As Barias, the photograpi the
model, and it is so because it is point of viewdaghe model, it is cut across the

line of genesis of the model.

A Life captures itself as the living simultaneoualyit captures itself in the plane of
reference or cut across that the photographic apypsars. In terms of perception, the
same vertical line of genesis, the same Life, gagtiself as a human perception
simultaneously as it captures itself in the phapgr(which has the same point of
view as that human perception). Critically howevke photograph gives to see a
view unavailable to human perception. Of the obfecthe living) in its point of
view, the photograph gives to see a static viemfeocut across its vertical line of
genesis beyond the threshold of human perceptangeithe photograph’s
ontological shift. It is as such that the photograpn be understood as a
“fingerprint” of the object in its point of viewnithe sense that a fingerprint is
commonly understood as being beyond some thresifigdrception and only
revealed through a technical process. The photbgrgpocess expresses the Life
that the objecis in an actualization that presents a view (andanasion) beyond
the threshold of human perception, in a view ondipanavailable to human

perception.

The ontological shift from human perception to ypaph, from ordinary view to
“fingerprint”, corroborates to a change in @ty between the elements in the point
of view. This means that our experience of theyumitrelationship between objects

in a single point of view is different in a photagh in comparison to a human
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perception. This is obvious in for example thetreteship between the horse and the
ground in any single photograph in MuybridgBlate 62 What the photograph
gives to experience that is beyond the thresholtuafan perception is a specific
type of unity between objects in a point of view,umity that ontologically defines
these objects as dispersions of the Outside. Wl ibe further discussed through an
engagement witRParadise 6 Daintree, Australiy Thomas Struth, a view through
human perception ordinarily gives to experiencetwla be termed a smooth
continuity of space, whilst in the photograph thigsooth continuity is to some extent
“broken” by virtue of the elements in the pointviéw appearing to a certain degree
heterogeneout® one another (for example the horse and thengrauMuybridge’s
Plate 62°). It is also as such that the metaphor of thegéiprint” is appropriate to
define that which the photograph gives to expegetite “fingerprint” to some
extent breaks the smooth continuity of space, ititgef, by decomposing it in parts
that are to a certain degree heterogeneous (tfegatif lines — which represent
epidermal ridges — that constitute the print).

“5 In the photograph, the horse and the ground becanseme extent, heterogeneous to one another,
allowing Muybridge to confirm that they were at sopoint “separated” (the instant when the horse
doesn’t touch the ground at all), and to some éxtmeaking” the smooth continuity of space proper
to human perception. This example seems perhaparrabvious because the horse is moving rapidly
and the instantaneous image evidently allows togyee a view that could not otherwise be seen
through human perception. But even in a photogfeph inside a jungle where effectively “nothing
move” (Paradise 6 Daintree, Australidiscussed below), the smooth continuity of spaadso to

some extent broken by virtue of the elements impthiat of view appearing to a certain degree
heterogeneous to one another.ofw$ologicalshift of the photograph, the change in the unégneen
elements in the point of view is necessarily trialbphotographs.
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Paradise 6 Daintree, Australia by Thomas Struth, 1998

Paradise 6, formal description

Paradise @s considered to be extra-ordinary, it is considered to be exemplary of
extra-ordinary photographs, the specific mode of practical engagement by which
photography embodies a commitment to A ff®aradise 6 is composed of a series

of different and interweaving elements of all shapes: leaves, trunks, branches, stems,
etc. The depth of field is shallow, only in a few small areas is the sky visible as
oversaturated white light, making the picture plane extremely flat and as if having no
background per se. Hues are mainly green and brown, and the tones vary widely. It is
hard to follow the length of a single plant or tree, or to locate precisely where it
begins and where it ends. There are lines which link together certain elements which

“8 paradise 6is here used to develop the ontology of the photograph which by definition concerns all
photographs; the specific characteristicextfa-ordinaryphotographs are specifically engaged with
further below.
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are not directly juxtaposed on the picture plane shhgle element or object seems
more important than any other, creating a formapfadity between all elements with
no specific element to focus on. The depth of fieldlightly deeper in the middle of
the picture plane, to some extent leading the eyauitds the centre. There is no
background per se and as such no specific figgmeund or object — background
relationship. The different elements are imbricatetérweaved, as if paradoxically
of a single fact and simultaneously as a varietynofe or less randomly distributed
and heterogeneous elements. This simultaneity edarmed a field of more or less
accidental and heterogeneous variations. It seleatshere is no precise aesthetic
intent with regards to the specific distributiontloé field, the only apparent aesthetic
intent being to capture the field itself, to a eartdegree, regardless of its specific
distribution. In other words, the specificitiestbé composition do not seem to be of

great relevance except from the fact that they etyladfield.

The ontological shift of the photograph (in compan to a human perception)
corroborates to a shift in thumity between the elements in a point of view. The unity
shifts from being primarilyassociativdhuman perception) to being primarily
dispersive(photograph). The associative unity referenceead’s
conceptualization of cinema when he discussesrieeps ofissociationof
classical cinema by which it produces ‘an uninteted chain of images each one the
slave of the next’ with the purpose of forming threty of an actual whole, the open
or “actual universe” the film constitutes, the yrof the continuation of linear time
and the constitution of actual movements (Delei285, 234-235). The dispersive
unity references the process of differentiationlispersion by which, in modern
cinema, cinematic images find their unity in thet€e of which they are the
dispersion and into which they fall back.Raradise @his shift is further
emphasized by the diversity of different objecemaes, trunks, branches, stems,
etc.) which appear to emerge from and plunge hatckabscurity. Furthermore,
most of these objects appear as a multitude dirstpifones breaking each of them
into collections of smaller distinct tonal planegp small figures of light, related to
an obscurity. Through human perception the unitthefelements in a point of view
Is primarily associativethe unity is experienced asooth and continuous
occurrence a smooth continuity of space along #midof field and across the
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viewpoint. In the photograph the unity of the elesan the point of view is
primarily dispersivethe elements primarily find their unity in the Side of which
they are the dispersion and into which they fadlko& hrough human perception, the
relation of the living to the Outside can be saithé deferred through, missed in or
confused with the relentless passing of relative @&rtual movements. We perhaps
have a presentiment of the Outside, but it feas ths intuition is always deferred
through or confused with our ordinary experiendethe living. Similarly, the
dispersive unity of the elements in a point of viswhrough human perception
confused with their associative unity. To “have osed movement from human
perception” and as such give to experience a vieyoihd the threshold of human
perception (since, as previously discussed, movemantrinsicto human
perception), the photograph reveals the dispersity of the living with which it
shares its genesis. The associative unity of tmehts in a point of view perceived
through human perception is in the photograph “brokp” by their dispersive unity,
in a “kind of cubism of the transcendental” whiehates each element to the Outside
of which it is the dispersion. The photograph gitesxperience a kind of cubism
where what is perceived is not many facets of geablin actual space (analytic
cubism) but a myriad of facets that are themsedhetisal dispersions of the Outside
which itself remains absent from the picture.

Paradise éembodies a diversity, a multitude of more or lesterogeneous elements
or variations. The living or nature is disperseatrirthe Outside as a diversity where
each element or variation has its own vertical bhgenesis, and all are separated
from one another by interstices or fissures in-leetwwhich they tear themselves
from (actualization of the virtual) and fall backo (virtualization of the actual) the
Outside. There are in the photograph, like in themma of the seer, interstices or
fissures which link the living to the Outside. Otwsly these interstices are not
between movement-images, they are between the elemevariations which
constitute the field captured in the static viewtHe photograph these interstices do
not open themselves onto the Outside, as throwghristal-image, giving to
experience a vision. IRaradise 6for example, they exist between the leaves, trunks
branches and stems, but the Outside is nowhere $edn. The interstices or fissures
are not “wide open”, they are thereRaradise 6but they are infinitely small and as
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such as if closed, like a broken and fissured pe#agass that has not collapsed or
that has been re-glued. The interstices do not dpEmselves onto visions of the
Outside, they simply relate each element to thesi@eatof which it is a dispersion,
they relate each element to its transcendentalgoackd. The associative unity (in a
sense proper to human perception) is in the phapbgfissured by the interstices
between elements, interstices in-between which thaythemselves from and fall
back into their transcendental background, the i@eitd he elements are said to be
more or less heterogeneous not simply in termgaofipying different positions in
actual space but in terms of being, to a certagrabs separated by interstices which
relate them to the Outside. The elements comepeaypas more or less
heterogeneous in the photograph because theirrdigpeainity is revealed. The
expression “more or less” heterogeneous is usealisedhe associative unity never
completely disappear®éradise 6still present a continuity of space across the

viewpoint), it simply becomes subordinated to tigpédrsive unity.

The photograph does not express the Life thatidivgglis in a vision (sensation), it
does not express an indiscernibility between thiadiand its onto-genetic
conditions. That which it gives to see that is bed/the threshold of human
perception is the Life that the living, expressed in a view which reveals the
dispersive unityf that living. The photograptelatesthe living to A Life, to the

Life that itis, in that it reveals its dispersive unity, in otlnards it reveals the living

as dispersion of the Outside or A Life.

The Outside is nowhere to be seen in the photodvaphy revealing or expressing
the dispersive unity of the elements in its pointiew the photograph can be said to
“set” the point of view “against” its transcenddrttackground or Outsid®aradise

6 appears like a thin screen or plane beyond tleshtimid of human perception onto
which the Outside has captured itsafit captured itself as the living (and
hypothetically as a human perception of the sani& pbview). Paradise Gs like a
thin screen between us and the Outside, as iX&dfonto” or “set against” the
Outside. This corroborates Struth’s own assessofahe pictures from hislew
Pictures From Paradiseeries: ‘the picture stands like a screen in fafrgnother,

invisible image’ (Struth, 2002). The experiencassf facing the Outside as it
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disperses or projects itself towards our eyes.pidiet of view is as such revealed
and given to experien@s point of view on the Outside or A Lifiee experience of
looking atParadise 6is not per se of looking at nature, it is of laakiat the Outside
but “only” perceiving nature (since the Outside@vhere to be seen). What is
revealed in the photograph is that the living &t tithich we ordinarily perceivef
the Outside, that which we ordinarily perceive @gsideas The photograph
reveals the living as dispersion of the Outside @ndelatively as that which we
ordinarily experiencef the Outside, it can as such also be said to rekediving as

point of viewon the Outside that is itself in the process of disipg itself.

The photograph does not reveal the ‘real’ of thedbthe ‘real’ that the object is
(Bazin). Whereas a concept of the ‘real’ alignslitaith a notion otruth, the
photograph reveals itself, and correlatively thenty with which it shares its genesis,
as affirmation of the power of thalse*’ This ontology of the photograph is a
conceptualization of photography which is not basea logic of representation, it
thinks photography in relation to expression, imeotwords in relation to genesis,
consistency given to chaos, or dispersion of thiside. The photographic apparatus
is a plane of reference or cut across the Outdigéizh it captures the dispersion,
and the photograph is the point of view from, aretirated or determined by, this
cut across. The photographic apparatus ismatpre-determined nature capturing
points of viewonto pre-determinedhings (its operation is as such necessarily not
representative of a pre-determined nature). Theégginaphic apparatus is the
Outside capturing points of view onio-determinedhings which itas such
determines according to that which it can, i.eoading to its respective threshold of
perception. The photographic apparatus is in tbeipusly discussed immense,
obscure and dizzying Nature, and that which it giteesee depends on the
(differential) relations it assumes and privilegpesween an infinity of minute
perceptions or vanishing quantities. “Un-determitiedgs”, the Outside, are
determined or actualized by the plane of referéhatthe photographic apparatus is.

The photographic apparatusnsthe Outside, and as such giwepoint of view from

" The “power of the false” is a concept developed\istzsche and used by Deleuze in his discussion
of cinema; it will be further engaged with throutje analysis of the aesthetic experience of theext
ordinary photograph.
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the OutsideThat the photograph gives, and comes to be experd as (as it will be
discussed below), a point of vidvom the Outside, whilst it is simultaneously
experienced as a point of viema the Outside in the process of dispersing itself,
forms the core of the definition of the aesthekipexience of the extra-ordinary
photograph: an experience of the living as simeltars point of viewon andfrom
the Outside.

Revealed in the photograph is that the living es@utside or A Life capturing itself
as the materiality of the universe, that the livaagnes into existence as a neither
foreseen nor preconceived consistency given tocbadispersion of the Outside.
The photograph reveals nature as “accident”, “atdidunderstood as ‘fruit of
chance in the Nietzschean sense’ (Deleuze, 2007agd%esult of a throw of dice, as
result of chance. Chance for Nietzsche is affirora{Deleuze, 2007, 30),
affirmation of the creative power that A Life orti®utside is, affirmation as throw
of dice, affirmation as (in Deleuzian terms) refeti of difference’® From chance,
from affirmation, results necessity: the resultiagd “accidental”’, combination of
dice. The incessant throw of dice and the everghagresulting combinations is a
Nietzschean image of the continuously renewed geesepetition of difference
that A Life or the Outside is. The photograph doesreveal an accidemt nature, it
reveals the accideof nature, i.e. naturasaccident. The photograph captures not
only an accidenin nature which “takes place” along the horizonta¢ lof actual
movements (cut across the line of actual movemeihtso reveals and gives to
experience the reciprocally presupposing accidénature which “takes place”
along its vertical line of genesis (cut acrosslithe of genesis). The photograph
relates the living to the throw from which it resulto the Outside of which it is the

dispersion.

“8 |t is not the purpose of this text to establisHethiled relationships between Nietzsche and
Deleuze’s concept of repetition of difference, iseems appropriate to suggest that a strong
relationship exists between this concept and Ni&'s concepts of chance and affirmation. On the
throw of dice, “in the Nietzschean sense”, in fielato the eternal return and chaos p.29-31 (Deleuz
2007).
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As an ontology of the photograph, the developmbota necessarily concerns all
photographs. It is obvious however that it is ribplhotographs that can
unequivocally be said to relate the living to thielthat itis, revealing and giving to
the experience of the living as dispersion of thestdle, as that which we ordinarily
experiencef the Outside, or as point of vieam the Outside in the process of
dispersing itself. As previously mentioned, theerest in conceptualizing
photography as a medium which can embody a commitineA Life stems from
the intuition that the aesthetic experiences ot@ir@aphs from Struth’slew
Pictures From Paradiseeries relate to or involve A Life. Photographshsas
Paradise 6are callecextra-ordinary photographsrhe extra-ordinary qualifies
photographs which emphasize most explicitly thaictvidefines them ontologically,
their ontological shift, the revelation of the desgive unity of that which is in their
point of view. It is through such emphasis thaythest obviously relate the living
to the Life that iis. Terminologically, extra-ordinary photograpd® extra-ordinary
for two reasons: amongst the vast amount of phafgy that we experience daily,
extra-ordinary photographs agtra-ordinary in that they are rare; but also, if the
living is understood as that which is ordinarilyperencedextra-ordinary
photographs give an experience that is more thaplgiordinary, they give an
aesthetic experience which involves A Life. Thetplgoaphs in thé&lew Pictures
From Paradiseseries are extra-ordinary to different degreegré&ltould be a scale
of extra-ordinanessonto which all photographs could be positioned ahwhich
Struth’s jungle and forest photographs would occingyhigh endParadise 6
appears as one of the most extra-ordinary photbgrafhe series; it is used to
define the set of principles and formal charactiessoy which a photograph is
qualified as extra-ordinary, defining the specifiode of practical engagement with
photography by which it embodies a commitment toifa.

The extra-ordinary photograph has two interrelatea formal principles: it avoids

subject matter and narrative, and has no illuseadr documentary aim.
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The extra-ordinary photograph reveals not an egeatcidenin nature but the
eventof nature, the event of the actualization or comirtg existence of nature. The
extra-ordinary photograph avoids emphasizing angablor eventn nature of any
relevance or interest which would detract attentawsards itself, become a specific
subject matter and inevitably lead to a narratReradise 6embodies this concern
through a form of equality between the elementhiefcomposition by having no
actual background per se, no figure — ground waahip, preventing the focus on
any specific element. The photograph also avoidshasizing an everm nature: in
Paradise 6 nothing is happening. The photograph avoids caqgany specific,
relevant or interesting evemt nature, it as such avoids emphasizing itselfagt a
across actual movements, all the better able tdhasipe itself as cut across the
vertical line of genesis, to emphasize the eeéniature (its actualization or coming
into existence). Avoiding to emphasize an objedroevent, and as such a subject

matter, the extra-ordinary photograph also prevamtarrative to emerge.

Correlatively, the extra-ordinary photograph hasliostrative or documentary (or
journalistic) aim, it does not aim to communicataew of specific relevance or
interest that would otherwise be unavailable taatience. The extra-ordinary
photograph does not “reveal nature” in the sengeaking available an otherwise
unavailable view to the viewer (in the sense tbatnpalistic or reportage
photography “reveals nature”). On the contrary,gka-ordinary photograph
reveals the evemtf nature, and the specific view through which itslee has no
specific relevance or interest (beyond possessingdl characteristics by which it is
extra-ordinary). This seems to go against an iostie “reading” of the photographs
from theNew Pictures From Paradisseries which capture remote points of view
from inside jungles and forests around the worleivg certainly unavailable to
most, views which “reveal nature”. What is meanwbeer by saying that the extra-
ordinary photograptRaradise &for example, has no illustrative or documentary
purpose is that it izithout consequencéhe view of the specific location where
Paradise 6wvas taken has no explicit relevance, and it hasnoe relevance than
any of the other captured points of view in theeserThere is in fact a principle of
equivalence at play between the different photdgsay the series, each of them is
without consequence, without specific relevancks, itrelevant whether a specific
photograph was taken in Brazil, China, Australidapan, etc. The photographs are
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in a sense equivalent in that they are not pef spexific locationsn nature, they
areof nature, meaning of the event of the coming intisterce of nature, of the

accidentof nature, of naturasaccident.

The formal principles of the extra-ordinary photagn derive from a focus not on a
figure — ground relationshiip nature, but on the nature — “transcendental ground
(or Outside) relationshipf nature. To think through the usual figure — ground
relationship, for the extra-ordinary photographfigare is nature or the livingself,
and the ground is the Outside, the transcendertdldr A Life. The extra-ordinary
photograph is concerned with the nature — Outstiionship. This informs the
conceptual principle by which there is no actuakgaound in the extra-ordinary
photograph but only a transcendental backgrabsgnt from that which the
photograph gives to se@he extra-ordinary photograph emphasizes theitioélor
“outside” of that which it gives to see not as atawuation of actual space but as the
Outside (for example the “behind” or “outside” bktlush vegetation ¢taradise 6

is experienced as Outside as opposed to the catitnwf actual spacg) In
Paradise 6this is emphasized by the literal absence of &amahbackground (except
small and oversaturated areas of the sky), prevgidi focus on a figure — “actual
ground” relationship, better allowing for the expeace of a “behind” or “outside”
that is transcendental (“transcendental groundherOutside).

The quintessential formal principle of the extraionary photograph, as previously
observed irParadise 6is that it embodies a field of more or less aeotdl and
heterogeneous variations. This principle constittiteee different although

interrelated formal characteristics:

49 A principle which again corroborates Struth’s coemnon the photographs from tNew Pictures
From Paradiseseries: ‘the picture stands like a screen in fofranother, invisible image’ (Struth,
2002). However, as it will be further discusseds fhrmulation is to a certain degree inappropriate
for the conceptualization of the extra-ordinary folgoaph in relation to the reciprocal presuppositio
between the living and the Outside.
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the extra-ordinary photograph embodies a diverdigiements that appear as
more or less heterogeneous to one another,

its composition is more or less accidental, an¢heut any specific relevance or
consequence, and

its elements, its more or less heterogeneous andestally composed variations
are intrinsically linked as a field, and in thahse appear to be related to a single
fact.

The extra-ordinary photograph embodies a diveraityultitude of elements
between which an heterogeneity is emphasizedriesd¢o emphasize the dispersive
unity which the photograph expresses, accentuatbgeen the elements the
fissures or interstices revealed by the ontologbdt of the photograph. IRaradise
6 this diversity is embodied by the multitude ofedip present in the composition
and by the myriad of shifting tones breaking edgject into many facets or small
figures of light, emphasizing interstices withinedis themselves. Interstices
leading to the Outside exist not only between dbjan other words at their edges,
but also within each object itself, at the edgesawth of the small facets into which
they are divided. The dispersive unity revealetheextra-ordinary photograph
“breaks” the smooth continuity of space, and couaeat]y “breaks” not only the
smooth continuity of space between objects butdkséthe objects themselves
(since each object contributes to constitute theatimcontinuity of space). Fissures
or interstices exist not only between objects hittiw objects themselves. This
corroborates the ontological fact that the liviog @bjects) is opened onto the
Outside (as expressed for example in a Figuratipai and consequently
potentially infinitely fissured by the Outside; titside ign each object
simultaneously as each object is in the Outsidednily, an object, as dispersion of
the Outside, does not tear itself from and fallkiato the Outside “at its edges”, “at
its actual edge” which it only gains once actualijz&n object tears itself from and
falls back into the Outside at an infinity of panor through an infinity of

intersticeswithin itself.
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The composition of the elements in the field is enor less accidental, it appears as
an accident, as a result of chance. There is nofgpeelevant order according to
which the elements are distributed, their compasiis without any specific
consequence or relevance except from the fact bbdging a more or less
randomly distributed field. The expression “mordems” accidental is used because
there is @ensionbetween chance and necessity: the compositioraeppst could
have been otherwisand yet iis as suchin the sense that a throw of dice for
example can result in any combination, and yedsults in a specific one). This
tension the extra-ordinary photograph expressagaasion between A Life and the
living, between the Outside and its dispersionwieen chaos and consistency, it is
the tension proper to the chaosmos (between chlrbsasmos), the tension of the
continuously renewed consistency given to chaoglaihcessant chaotization of
all consistency. In relation ®aradise 6 this characteristic is emphasized by the fact
that the jungle appears as a more or less randarmpasition of objects. It is also
emphasized by the fact that it is part of a segash photograph in the series
emphasizing in relation to one another the fadtith@ould have beeatherwise and
that yet it is as such (because each photograp#ation to another shows how it
can beotherwise). This emphasizes the fact that eackoghaph presents a
composition of the living that is “more or lesscatental, and that each composition
is linked to all the others by virtue of resultifigm the “same accident”, the same

repetition, the same affirmation.

Although heterogeneous, the diversity of elemergg@ated to one another through
a single fact, their more or less accidental distion appears to stem from the same
affirmation. The elements appear as heterogenaoastherging from a single
throw. The diversity is both a multitude (many eés1ts) and a plurality (elements of
different kinds). The elements, although differenkind, appear as different facets
of a same fact. This also expresses the tensievebatchaos and consistency,
between the Outside and its dispersion, not ingeyhrandom distribution but in
terms of diversification, in terms a unity diffetexting or dispersing itself into a

plurality. The elements are intrinsically linkeda&dispersed field”, and in that
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sense related to a single fact, the single fact of the Outside from which it is dispersed.
In Paradise 6 this characteristic is emphasized by the plurality elements appearing to
emerge from the same obscurity. It is also emphasized by the fact that most elements
in the composition are of different hues of green, it is as if each element is an
accidental variation of the same green hue, as if a powerful green light, projected
towards the picture plane from behind, is diffracted into a multitude of hue variations
when caught by the picture plane which can be imaged as a broken piece of glass.

Tokamak Asdex Upgrade Periphery Max Planck IPP, Garching by Thomas Struth, 2009
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Many obvious formal links can be established betwRaradise 6andTokamak
Asdex Upgrade Periphery Max Planck IPP, Garchip@09. On one level, the
distribution of the elements ihokamak Asdex .expresses the single fact of a
human and technical necessity. To discuss the ghagth in terms of such necessity
is on one level to consider its subject matter @mclmentary qualities. It is also to
refer to the associative unity of the photographwbych it presents a relatively
smooth continuity of space across the view poiot. issessing the formal
characteristics of the extra-ordinary photographaoother level okamak Asdex ...
emphasizes the ontological shift of the photogréipdmphasizes its unity as being
primarily dispersive. Related to the Outside of ethit is the dispersion, the single
fact that the composition of elements expressesapmot as a human and technical
necessity but as the accidefnhature, as a “non human necessity”, the necessity
the dispersion of the Outside or affirmation ofmbe It is not only the smooth
continuity of space that is in a sense “disturbiegithe revelation of its dispersive
unity, it is also the photograph’s subject mattast documentary qualities. By being
extra-ordinary;Tokamak Asdex .is experienced less as the representation of a
human and technical necessity than as the acal@ature by which all subject
matters become irrelevant. Not the event of a teahproductionn nature but the
eventof nature emerging from and plunging back into thés@e. Struth establishes
a relation between an order of natural creationaandrder of technological
development. When Struth reveals or expresses hteshnological development as
dispersion of the Outside, he constitutes an irdigbility between the “artificial”
and the “natural”. From the radical ontologicalwief the world entirely decentred
from humans, i.e. from the point of vieafthe Outside’, nothing is “artificial”,
everything is “natural” (or nothing is “natural” dreverything is “artificial”): as
when one entertains the thought that atomic bomdsatural phenomena, or that
the exploration of the moon by humans is as naagahe growth of a flower. When
the living is through the extra-ordinary photograptealed as dispersion of the

Outside, categories of artificial and natural beearrelevant, all that is perceived,

% A point of view which, as previously mentioned dntther discussed below, the extra-ordinary
photograph reveals and gives to experience in ledioa to the fact that the photographic apparetus
in the Outside.
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all that is lived (the living), is neither naturadr artificial but simply genesis, simply

dispersion of the Outside.

The non formal principles and formal characterssb€the extra-ordinary
photograph are: it avoids subject matter and naesat has no illustrative or
documentary purpose; it has no actual backgrodimay has a transcendental
background which is absent from that which it git@see; it embodies a diversity
of elements that appear as more or less heterogené®composition is more or
less accidental, it appears as it could have b#erwise; and finally its elements,
its more or less heterogeneous and accidentaliyliited variations, are
intrinsically linked as a field, and in that seiisey appear to stem from the same

affirmation.

The extra-ordinary photograph, by emphasizing titelogical shift of the
photograph through its specific characteristicseimphasizing the dispersive unity
the photograph reveals, is experienced as a thgesor plane as if “set against” the
Outside, capturing its dispersion in a view unalade to human perception. The
experience is as if looking at the Outside but ydplerceiving nature. Through the
extra-ordinary photograph, the living is experiethespoint of view on the Outside
or A Life the Outside is not given to be seen in the stadw, the living is
experienced as that which we ordinarily percafhe Outside, that which we
ordinarily perceive the Outsides This constitutes the first aspect of the aestheti
experience of the extra-ordinary photograph. Batehs a second aspect to this
aesthetic experience by which the point of viewimsultaneously reversed.
Following this second aspect the living is not ogtkperienced as point of viean
the Outside but also, simultaneously, as point@ivfrom the Outside. The first
aspect supposes a subjechature looking at nature as if looking towards the

Outside: nature is revealed as that which the stibfn seef the Outside. The
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second aspect supposes a subjetite Outside looking at natuiie,the Outside
looking effectively at the Outside but “only” seginature. Effectively, the
photographic apparatusirsthe Outside, it gives a point of vidwom the Outside.

Through the aesthetic experience of the extra-argliphotograph, the perception of
the viewer becomes that of the photographic appsiathe Outside. The eye of the
viewer becomes the eye of the photographic apparstifin the Outside, seeing a
point of viewfrom the Outside. It is very different to the haptieegyven by a

Figural painting, the eye the viewergiwenby the extra-ordinary photograph could
be called acientificor slicing eyewhich cuts across the Outside. The viewer can
perceive nothing else than that which is captusetidy scientific or slicing eye, but
she experiences being in the Outside of which bergption is a cut across. To refer
to the previously established links DG make betwasrtography and science, and
to create an interesting image of the ontologyhefitiewer: in her aesthetic
experience of the extra-ordinary photograph, tiesver becomes one of these
‘geometrical figures [which] have affections andgaptions’ (Deleuze and Guattari,
1991, 125), it imas a geometrical figurthat the viewer perceives. Through her
aesthetic experience, the viewer is not dispersatligthrough the haptic vision.
She is in a sense given the consistency of theep&neference from which she
perceives, as if a geometrical figure in the Ow@sftbzen in time at the
instantaneous moment of capture (of capture oflisygersion of the Outside). The
scientific eye can also be called a slicing eyeabse it cuts or slices across the
Outside actualizing itself as a point of view begdhe threshold of human
perception. The viewer experiences an instantangl@mesor cut across the Outside
in the process of dispersing itself as a naturatare which as discussed below
“encloses her” whilst she simultaneously, and sease paradoxically, experiences
beingin the Outside. The slice or cut across is not thiside and as such not a
vision, it is a view of naturbut a view that comes to be experiencedras the
Outside.

The aesthetic experience of the extra-ordinarygaraph involves a form of

alienation from nature, nature which ordinarilyeigerienced through human
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perception as a closed form which encloses usaskeciative unity, corroborating
to a smooth continuity of space between the elesnard point of view, means that
nature is experienced as closed and enclosingulitsrdination to the dispersive
unity revealed in the extra-ordinary photographngjes this. The aesthetic
experience of the extra-ordinary photograph isedfdy in nature which is closed and
encloses us whilst simultaneously being in the @atst is of being simultaneously
in nature looking towards the Outside and in thés@e looking towards nature. To
this form of alienation corroborates an experieoiceertigo. It is as if the subject of
this experience, inside a closed and enclosing@asuddenly loses its footing to
find itself inside an infinite Outside, a vertigiggered by an experience of a fall
into an infinite obscurity. This vertigo is howewantinuously, or simultaneously,
“remediated” by the fact that the viewer is giversee nothing else than a view of
nature which to a certain degree encloses hervigweer simultaneously
experiences being in the infinite whilst “neveniea” the finite nature in which she
is enclosed, the living being experienced simulbaiséy as point of vievon the

Outside and point of viefvom the Outside.

To experience the living as point of vidmm the Outside (more specifically
simultaneously as point of viemn andfrom the Outside) corroborates to the
ontological fact that we effectively perceive nattrom and througtthe Outside or
A Life. We perceive naturgom and througlthe Outside in that it is A Life, our
bodies without organs, as onto-genetic conditidreal experience, that give us the
living to experience. To experience the living ampof viewfrom and throughhe
Outside simultaneously as point of viewthe Outside is the conceptual
requirement by which to think the photograph iratien to pure immanence. As
long as the photographasly thought to give a point of vieanthe Outside (as in
Struth’s formulation: ‘the picture stands like aesn in front of another, invisible
image’ (Struth, 2002)), the Outside remains argu#hihscendent to that which the
photograph gives to see, to the living and to th&tn of the viewer in a closed
and enclosing nature. To insure a relation of pmraanence and reciprocal
presupposition between the Outside and the livtimg Outside also needs to be
acknowledged as that from and through which thadivs perceived: it is the
Outside which gives us to see nature “in the ptate”. We are not only in nature
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looking towards the Outside which appears as diden behind nature”, crucially
we simultaneously are in the Outside, looking at@utside, but “only” perceiving
nature. Through the aesthetic experience of the-extlinary photograph, nature is
not only that which appears to hide the Outsiderukit, it appears like an

hallucination experienced from the Outside.

To experience the living from and through the Qlgss not how nature is ordinarily
experienced through human perception. Given torgpee is undeniably a static
view of nature, but through the extra-ordinary ggoaph nature is perceived or
experienced as what can be termédkucination The term hallucination is
borrowed from Deleuze who uses it, in a contexelated to photography, in his
book on Leibniz_e Pli. Leibniz et le Barqou@eleuze, 1988). ‘The Baroques know
well that it is not the hallucination which feigpeesence, but that presence is
hallucinatory’ (Deleuze, 1988, 170). In this conteépresence’ can be understood as
A Life or the Outside. What the ‘Baroques know’ danre-phrased as follows:
one’s relationship with A Life is not that of hatinating A Life from the position of
nature (‘it is not the hallucination which feigregence’), on the contrary, it is from
and through A Life that we have our perceptionaattire that themselves can be
called hallucinations (‘presence is hallucinatarg)Life is hallucinatory, and it that
sense “primary”, in that it is from and throughhat one perceives, that one has
perceptions of nature, that one experiences ditimg. As Deleuze emphasizes in
italics: ‘All perceptions are hallucinatory, because peraaptias no objett
(Deleuze, 1988, 170)Perception has no objédiecause that which is perceived
comes into existence, and as such is perceived]tsineously with it being
perceived from and through Life. Correlatively perception has no objédiecause
one is in the immense, obscure and dizzying Ndhatthe transcendental field is,
perceiving that which itanaccording to the differential relations it assuraed
privileges between an infinity of vanishing quaestor minute perceptions (and not
perceiving pre-determined objects). In simple tenpesception has no object
because perception has no pre-determined objémbkoonto. That which is primary
to all perceptions is not a closed and enclosirigreait is A Life or the Outside
from and throughvhich we have them. The photographic apparatugparatus of
perception like human perception (although it giteesee something completely
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different), and neither operate in a pre-determinattire gazingnto pre-determined
things. That which the hallucinatory (presence,if® Lthe Outside) gives to see can
be termed hallucinations. Our ordinary human percepare hallucinations, only
they are not experiences suchthey are not experienced hallucinationsin other
words, our ordinary human perceptions are not éapeed as points of view from
and through the Outside. It is the extra-ordindrgtpgraph which gives us an
experience of the living as a hallucination. Rewgpthe living as point of viewsn
andfrom the Outsidepn andfrom and througtihe Outside, the extra-ordinary
photograph gives to experience the living “onlyfidanot a vision of A Life), but the

living or nature as a hallucinatigrmotherwise termedature hallucinated

Whereas the paradigLife in the living(DG’s conceptualization of art) was

mainly developed through an engagement with Figuaaiting and the cinema of

the seer, the second paradigm of commitment tofé, krhich is termedhe living

as point of view on and from A Liéad which constitutes the first level of expansion
of DG’s conceptualization of art, is mainly devetothrough an engagement with

the extra-ordinary photograph.

The mode of aesthetic experience which corresptintte paradignthe living as
point of view on and from A Life hallucination. This paradigm embodies a
commitment to A Life since to give an experiencehaf living as point of view on
and from A Life is to relate the living to the Lifleat itis, to its immanent
transcendental Outside: the living is that whichndinarily perceived of A Life and
that which is perceived from and through A Life.comparison to the paradigfm
Life in the living the second paradigm concerns not the finite whaskores the
infinite, it concerns the finite as that which igeriencedf the infinite
simultaneously as that which is experienfredh and througtthe infinite.
Hallucination is significantly different to the meaf aesthetic experience termed
haptic vision, and as such a considerable depdrumreDG’s conceptualization of
art. What is experienced through hallucination vseav, the extra-ordinary
photograph, however extra-ordinary, is and remaimgew, but a view that is
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experienced as a hallucination, as from and thrahglOutside or A Life. On the
other hand a vision expresses the difference @ldezonstitutive of the sensation,
I.e. an indiscernibility between a view and its dibion, A Life expressed in a

sensation.

In terms of movement the mode of aesthetic expeeiéermed haptic vision is, as
previously discussed, a movement from nature tafé, from nature to a possible
universe which itself expresses the absolute thiaféis, a movement through
which the viewer is disperses A Life, through which she establishes a unity with
A Life. Hallucination on the other hand is a movernom an ordinary experience
nature to an experience of nature as a hallucimalibis movement is from an
experience of nature as a closed and enclosing toran experience of nature as a
point of viewfrom and throughihe Outside (simultaneously as an experience of
nature as point of viewn the Outside) by which nature appears as a haltiom

The movement involves the form of alienation andige discussed above. It can be
termedmovement from nature to nature hallucinat&éte viewer is not
reterritorialized on the absolute that A Life isetviewer is not dispersed A Life
(haptic vision), the viewer is reterritorialized the cut across the Outside which the
scientific or slicing eye she is given correspottdBut as for the vision, through her
hallucination the viewer also establishes a unity v Life or the Outside in that

she experiences to be Outside, in that it is fraohtarough the Outside that she
experiences her perceptions of nature. The degditum, and expansion of, DG’s
conceptualization of art is here obvious: althoughgree with DG that photography
cannot express A Life in the living, some (extrdinary) photographs allow for an
aesthetic experience which involves the establistioiea unity with A Life.

The mode of aesthetic experience hallucinationrdsest in terms of movement is
best described as an experience of the reciproealipposition between absolute
movement and relative movement, what can be tethet@nsionor relation of

territoriality between absolute movement (the Outside) andvelatbvement (the

living). The scientific or slicing eye, as geomedlifigure or plane of reference “in
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the middle” of the Outside, gives to experiencs tension or relation of

territoriality between the Outside and its dispamsbetween the Outside and nature.
The scientific or slicing eye gives to experienedirer nature (as it is experienced
through human perception) nor the Outside butehsibn between the two. This
tension corresponds to the second quality of mowentiee reciprocal

presupposition between the absolute and relativgooents of movement. Whereas
the first quality was termed hapticthe second quality can be terntedlucinatory.

It is the quality of movement by which movemenalways simultaneously both
relative and absolute. It defines the fact thaitreé movements (the living) are
always experienced from and through absolute mor&s{@ Life or the Outside),
and inversely so. The artwork which embodies thhagigmthe living as point of
view on and from A Lifdor exampleParadise 6 embodies and as such gives to

experience the hallucinatory quality of movement.

Whereas the paradigLife in the livingcorresponds to a movement from nature to
the possible universe that the haptic vision is,garadignthe living as point of
view on and from A Lifeorresponds to a movement from naturtheopossible

universe that nature hallucinated is

Figural painting operates in co-creation with AdLifh that, like A Life, it operates a
genesis by which it gives a consistency to chdas.a genesis by which chaos is
composed and which results in a possible univaisis. possible universe is the
haptic vision, a specific territorializatian andof the absolute that A Life is,

meaning that it expresses, is and gives the visidhe absolute that A Life is.

*1 The quality by which movement always necessasjlgnd opens its relative component onto, the
absolute that A Life is.
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But as previously discussed when the concept dfiplesuniverse was introduced, a
possible universe is not primarily defined as atilcapsion, a possible universe is
defined as a possible consistency given to chateritorialization of chaos. The
actual universeés a possible universe, a possible consistency givehaos, only

one which is in the continuous process of realizisglf as the materiality of the
universe, as the living or nature. That the extdirary photograph reveals the
living as dispersion of the Outside, as a neitbegdeen nor preconceived
consistency given to chaos, as accident understedduit of chance in the
Nietzschean sense’ (Deleuze, 2007, 45), i.e. asnafion of chance, is for it to
revealnature as a possible universes a possibility that is in the process of
actualizing itselfThat the aesthetic experience of the extra-ordipaotograph is of
the living or nature experienced simultaneouslpa@st of viewon andfrom and
throughthe Outside (hallucination) corroborates the elgpee of nature as possible
universe. Nature is experienced as a possible tg@ve two ways: as if in nature
facing the Outside as it disperses or projectdf itevardsour eyes (point of viewn
the Outside), and as if in the Outside whilst gpdirses itsethroughour eyes (point
of view from and throughhe Outside). This experience encompasses thaddbht

it could have been otherwisinat nature could have been the realization ofteer
possibility. Correlated to the hallucination, toeperience of nature as a
hallucination (nature hallucinated) is the expereenf naturesaccident, of the

accidentof nature.

Through the extra-ordinary photograph, nature;ltbdy’ (for example the body of
the jungle inParadise 6, appears as ‘the most “surprising” thirfg{Deleuze, 2007,
45). ThroughParadise 6 the living is experienced as the most surprisinigg
because it iss suchwhilst the experience of hallucination stronglggests thait

could have been otherwisEhe amazement is not related to an acciolenature, it

*2 Deleuze quotes “surprising” from Nietzsche, foaen® (Deleuze, 2007, 45\/P, I, 173: “The
human body is a thought more surprising than thi agfothe past”; 1l, 226: “What is more surprising
is rather the body; one never ceases to be amazee idea that the human body has become
possible.” Nietzsche refers to the human body,tbist surprise, this amazement, can be related to
effectively everything that comes into existencepther words any affirmation of chance, any
necessity, anything that constitutes the livinghature.

88



is not surprising that the leaves, trunks, brancstesns are arranged in such a
composition. What is surprising is that from théniy that the Outside is, that
which Paradise 6gives to see has emerged or come into existemeeamhazement
is at the acciderdf nature. Not only is nature experienced as a habdion
(experienced from and through the Outside), nappears aslien. From an

infinity of possibility, it is rather strange, suiging, amazing, that iRaradise 6he
vegetation is green, since it could have been bagk,violet or orange, etc. The fact
that the vegetation is green is experienced agjlasrsurprising as if it would have
been orange. A “green jungle” is as strange aemge jungle”, the former is as
alien as the latter. Through the extra-ordinarytpb@ph, the living is experienced

asthe hallucination of an alien world

As Deleuze writes of modern cinema, of a cinemthefseer, the extra-ordinary
photograph ‘makes the image pass under the powbedalse’ (Deleuze, 1985,
179)°® The extra-ordinary photograph is completely déferto the crystal-image, it
does not give a vision of the transcendental foftmoe or the Outside constructing
an indiscernibility between the Outside and itpdrsion, but it gives an experience
of the living as dispersion of the Outside whiclredily relates it to the power of the
false. The power of the false is a concept crebyeldietzsche. The concept relates
to art: ‘art is the highest power of the falsenagnifies “the world as error™
(Deleuze, 2007, 117). With the concept of the pootehe false Nietzsche attempts
to do away with any claims to truth: Nietzsche ‘stitinte[s] the power of the false
for the form of the true, and resolves the crigigwth, wanting to settle it once and
for all, but in opposition to Leibniz, in favour tfe false and its artistic, creative
power ..." (Deleuze, 1985, 172). In this context, plesver of the false can be
understood as dispersion of the Outside, the exeatiwer of A Lifé* and art's
operation of co-creation with it. The world is bagoany claims to truth because it

continuously enters into becomings, it repetitivelgtamorphoses itself: it

%3 What Deleuze writes about Orson Welles can eqllgaid of Deleuze’s conceptualization of
modern cinema.

* |t is beyond the scope of this text to develoifiedl conceptual relations between Nietzsche and
Deleuze, but it seems appropriate to suggest thatyastrong relationship exists between A Life and
Nietzsche’s concept of the power of the false.
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continuouslyfalsifiesitself. Truth allies itself with being, wherea®tfalse allies

itself with becoming. Whereas a concept of trutleseon a notion obeingand
affrmsbeing in Nietzsche (and Deleuze) it is becoming andotiag of becoming
(being = becominghat is affirmed® and described as artistic and creative power of
the false: ‘Beyond the true and the false, becorasgower of the false’ (Deleuze,
1985, 360).

What is affirmed through an experience of naturpassible universe is this very
fact: that nature is only a possibility that haslimed itself, an accident, the extra-
ordinary photograph magnifies “the world as errdifiat the image passes under the
power of the false is exactly that through the axtrdinary photograph nature is
experienced as a hallucination, as from and throbgl©utside, as its accidental
dispersion. There is no staltath to look upon, no pre-determined things to
perceive, as Deleuze writes perception has no pfijeteuze, 1988, 1707 hat
which is perceived, and perception itself, are gisjpns of the Outside, affirmation
the power of the false, points of view hallucinaben the Outside. The
photographic apparatus is notthetruth of a pre-determined nature, itirsthe
Outside capturing its dispersion. The photograppigaratus has no truth to
represent, only the unforeseeable dispersion oDtltside to capture and render
sensory (the photograph) according to the diffeaénglations it can assume and
privilege between an infinity of emerging and véimg quantities or minute

perceptions.

A haptic vision, for examplPortrait of Isabel Rawsthornés also an affirmation of
the power of the false: a haptic vision never makgsclaims to th&ruth of the

transcendental field, the Outside or A Life, asauld were it to operate by

% ‘We have to reflect for a long time to understavitat it means to make of becoming an
affirmation. Without doubt it is to say, in thedimplace: there is only becoming. Without doulis o
affirm becoming. But we also affirm the being otbeing, we say that becoming affirms being or
that being affirms itself in becoming. Heraclituasshiwo thoughts which are like ciphers: one
according to which there is no being, all is beawgnthe other according to which being is the being
of becoming as such. A working thought which afirbeecoming, a contemplative thought which
affirms the being of becoming’ (Deleuze, 2007, 27).
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representatiorand take the Outside to béranscendent universés opposed tthe
representation of a transcendent univeadeaptic vision ishe expression of the
purely immanent transcendent@ haptic vision captures and expresses the very
same forces which compose and transverse naturde)h and as an expression that
always results from an accident or catastrophedidagram) rendering sensory A
Life beyond any of its previous conditions of egiste, a haptic vision magnifies
“the world”, and its onto-genetic condition, “asat’. In relation to Bacon’s haptic
visions, Deleuze discusses how man experiencdkatsaccident’ (Deleuze, 2002,
117, 127). Theo-creation of possible universtsat art operates magnifies the
creation of the actual universes accident, as error, as affirmation of the pasfer
the false.

It is also necessarily as affirmation of the powkthe false that a haptic vision can
be achieved through anfinity of ways, through an infinity of diagrams each
modulating differential relations uniquely, through inexhaustible amount of
possible universes: tlexpressiorof the power of the false against the
representationnvolved in any claim to truth. Infinite expressgof the affirmation
of the power of the false against the represemtatia singular truth. Art is not
representation bdabulation it has no pretense to truth, nor is it the repméstion

of a memory, a fantasy or even an imagination @Ben analyzes fabulation as a
visionary faculty very different to imagination’ @euze and Guattari, 1991, 162)).
What DG write of literature is equally true of ptag: ‘One does not write with
childhood memories, but by blocs of childhood e becomings-child in the
present’ (Deleuze and Guattari, 1991, 158). A ltapsion can be achieved through
aninfinity of ways because there isiafinity of potential becomings the writer or
the artist can go through. Fabulation is the exgoesof such becomings. Against
representation, the writer writes, the painter {ginot with memories, fantasies or
imaginations, but with or as becoming-other inphesent. It is impossible ‘to
dissociate the becomings which literature [or pagjtcarries or creates from the
becoming writer [or the becoming painter] which eesarily overtakes the one who
writes [or paints] since it is him that inventshas experienced the becomings that
he brings back to us and that it is by bringingsthbecomings back to us that he
becomes writer [or painter] (Mengue, 2007, 163)eartist expresses her
becomings in her medium and it is (only) in doionglsat she becomes artist. In this
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complex of becoming: the becoming artist of the whe expresses her becoming-
other, the becoming expressed in the artwork, &edteally the becoming the
viewer goes through during his aesthetic experieftlee artwork, an
indiscernibility between the artwork, the artiste tviewer and A Life (becoming) is

established.

It would be hard to confuse works which either ethpthe paradigm of
commitment to A LifeA Life in the livingor the paradignthe living as point of view
on and from A Lifeand their relation to the power of the falseyigw of the
aesthetic experience they give. Without any claiosuth, without representation,
Bacon through the Figure renders sensory A LiftnerOutside in reciprocal
presupposition with the living. He gives us visiavtsich open nature onto itself and
as such onto its absolute, an infinity which peghatially was only ‘the impression
of a fictive, foreign world, seen by other creatiyrieut also the presentiment that this
world is already ours, and those creatures, owse(Deleuze, 2005d, 35): us in the
transcendental field and the transcendental frelasi On the other hand, Struth
through the extra-ordinary photograph revealsithed as point of view on and
from the Outside, giving us views of nature by whiature is experienced as the
hallucination of an alien world. The living througte extra-ordinary photograph
appears as an ensemble of foreign bodies, credfaresxample the jungle)
perceived from and through the infinity of the Qdés The paradigm Life in the
living gives us fabulated visions of the Outside whetieagparadignthe living as
point of view on and from A Lifgives us views of the living as dispersions of the
Outside. In terms of aesthetic experience, suttheigextent of the expansion of, and
departure from, DG’s conceptualization of art opeatdby the second paradigm of
commitment to A Life: the paradig Life in the livinggives us a foreign world
entirely decentred from humans, a transcendentai@uas the world inside which
we live, of which we are the creatures, and whidsl inside us; and the paradigm
the living as point of view on and from A Lgiwes us the world of humans as an
alien world perceived from and through the Outsatealien world experienced as

an hallucination.
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A haptic vision is dype of possible universan universe which is a territorialization
on andof the absolute that A Life is. Nature hallucinated@mpasses the
experience of nature as the possible universattigatNature hallucinated is another
type of possible universe, a possible universe whats realized itself as nature and
that is experienced from and through the Outsidagdallucination). Through the
modes of aesthetic experience vision and hallucinathe viewer is deterritorialized
from nature and reterritorialized onto a possiiieverse: either onto a haptic vision
or onto nature hallucinated. Both modes of aestlegperience involve a movement

from nature to a possible universe.

The paradignthe living as point of view on and from A Ligenot specific to the
medium of photography. It is, like the paradigniife in the livingwhich is not
specific to the medium of painting, not medium sfp@dt does not need to be
embodied by the extra-ordinary photograph likegamdigmA Life in the living
does not need to be embodied by the Figure. Pregibgrby virtue of its ontology is
highly suited to serve as a medium by which to edytibe paradignthe living as
point of view on and from A Lif8ut there is also space for the conceptualizaiion
how other mediums, for example sculpture, mighalie to operate a cut across the
Outside, capturing its dispersions, its genesig, view beyond the threshold of
human perception. How could sculpture give the eiesvscientific or slicing eye by
which he would experience the living as point @wbobn the Outside in the process
of dispersing itself whilst simultaneously expedeng it from and throughhe
Outside? How could sculpture give the viewer aregiemce of the living as the
hallucination of an alien world perceived from dsoure infinity? These questions
are a subset of a new set of questions or probtempletely different to the ones
which emerge when thinking of the capacities ofiedént mediums to embody a
commitment to A Life following the paradig# Life in the living(or DG’s
conceptualization of art). With the paradigjme living as point of view on and from
A Lifeemerges a whole new set of possibilities as to tifferent mediums can
embody a commitment to A Life.
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Section 6 — The third paradigm of commitment to A life:

new living emerging fromA Life

Deleuze writes: ‘For a long time the world has beensidered as a theatre, dream or
illusion [...] but the essence of the Baroque ishwgito fall in the illusion nor to get
out of it, it isto realizesomething in the illusion itself, or to communiab it a
spiritual presencehat restores to its pieces and fragments a ¢oiéeanity’

(Deleuze, 1988, 170). To ‘communicate’ a ‘presencehe ‘theatre, dream or
illusion’ that the world is, is exactly what thedfi two paradigms of commitment to

A Life (A Life in the livingandthe living as point of view on and from A life
describe and what the artworks that embody theseljgans are concerned with and
achieve. Again, in this context, ‘presence’ needsd understood as A Life or the
Outside, and the theatre or illusion that the weglds that which | have termed

nature or the living.

Deleuze expresses this “communication” (‘to commata@’) of a presence to the
world with two propositions: ‘to realize presenaoehe illusion’ or to ‘to convert the
illusion in presence’ (Deleuze, 1988, 170). ‘Tolimapresence in the illusion’ can
be said to correspond to the paradigrhife in the living Bacon “realizes presence
in the illusion”, Bacon operates this realizatibrough the opening of the illusion
(the living) onto itself and as such onto presgceife), Portrait of Isabel
Rawsthornes the realization and as such revelation of pres€onto-genetic
condition) in the illusion (the conditioned). Oretbther hand, ‘to convert the
illusion in presence’ can be said to correspontthéoparadignthe living as point of
view on and from A LifeStruth “converts of the illusion in presence’s bitra-
ordinary photographs reveal and give the experiehdee illusion (the living) as
that which is perceivedf presence (A Life), as that which presence is pezdas
as that which is perceivdtbm and througtpresence. The living is related to the
Life that itis and as such experienced as the Life that &nd in that sense can be

said to be “converted” into A Life.
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The artworks which embody each of these paradiguesapmpletely different
aesthetic experiences: vision and hallucinatioresélparadigms are however linked
in that they both, in different ways, “communicatpresence to the world” and it is
as such that their respective aesthetic experidmmtbsinvolve the establishment of a
unity with presence, a unity with A Life: the viemis reterritorialized onto A Life,
dispersedsaA Life (vision), or the viewer experiences tharig from and through

A Life or the Outside (hallucination).

The third paradigm of commitment to A Life is temngew nature onew living
emerging from A Lifelt is neither related to the realization of presein the illusion
nor to the conversion of the illusion in preserke.artwork which embodies this
paradigm operates a metamorphosis of the illusigdheatre that the world is (the
living or nature) into a new illusion or theatremliving or new nature). It is
concerned with what the essence of the Baragjnet to get out of the illusion, to
get out of the living or nature. To get out of ttésion that the living is does not
mean to get to or attain to a unity with the Owgsithis concerns the first two
paradigms of commitment to A Life by which two @ifént types of unity with the
Outside are established (vision or hallucinatiomy, does it mean to get out of the
living or illusion in movements towards death ow&wds a transcendent universe
(Paradise for example). It means to get out oflthgion by virtue of operating the
metamorphosis of the illusion which results in avnidusion, a new living or nature,

a new possibility for nature.
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Pierre Huyghe constructed what can be termed a&gdad his worlk_a saison des
fétes 2010, at the Palacio de Cristal part of the Musacional Centro de Arte
Reina Sofia in Madrid. The garden fills a circlavided in twelve parts (in the
manner of a pie chart) for each month of the calendar, the circle contains plants
which act as symbols for celebrations, anniversafestivities or rituals (for
example pumpkins for Halloween, a coniferous taeCtristmas, roses for St-
Valentine, etc.). The work is a ‘collection of syatdy anniversaries, dates’ and
charts a ‘cycle divided by twelve months’ (HuygB8;10). As Huyghe says, the
garden in a sense is not designed by him,df tke illusion or theatre that the world
is, in the sense of being part of the “scenario™saript” by which the world is
understood as an illusion or a theatre. The gagldasigned not by Huyghe but ‘by
how the year is entered by these celebrations’ ¢Hay2010). Huyghe in his work
seems to be sensitive to a notion by which the fofthe exhibition, its extent in
space and time, is understood as the form of ttwends itself. Beyond the obvious
relation to “gardens’l.a saison des fétesn be related for example to the exhibition
Jardins d’hiver 1974, by Marcel Broodthaers which Huyghe haspiting to
Carolyn Christov-Bakargiev, cited as an influentiglire (Christov-Bakargiev,

2004, 404)La saison des fétebke Jardins d’hiver ‘played with and choreographed
elements like characters in play’, both works at#vthe exhibition space as both a
theatrical space and a space of reality’, conftptirspace of reality, the world, and a
theatrical space, a theatre or illusion. These@kswachieve this through an
engagement with formal devices such as scenadaptsor sets which reflect both
an understanding of the world as theatre or illusand of us living in the world as
characters in a play. The artwork/exhibition id@chof time and space theatricalized
through the use of scenarios, scripts or setsireside it the viewer is a character:
this constitutes a formal approach to the artward e exhibition (or the
artwork/exhibition where both become indiscernibigjch in and of itself reflects
the Baroque notion of theatrum mundi, or the waddheatre.

The “scenario” of dated celebrations is not “scereal” by Huyghe, but represents
parts of the scenario by which the world is consdeo be a theatre. Huyghe calls

the scenario(s) inside which we live ‘fictions’:v&ry day we move around in
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fictions, which give rise to realities’ (Huyghe aheydier, 2006, 313° What

interests Huyghe iha saison des fétes ‘how you position yourself within this
rhythm’ (the rhythm of time passing, of the twelmenths cycle) which *history has
colonized’ through the creation of ‘dates’ for deigtions (Huyghe, 2010). History
has colonized this rhythm of time passing becadags have been replaced by
dates’, by dates of celebrations (Huyghe, 2010)eSk questions of festivities and
ritual is again this idea of how you attach yourgethin the return’ (Huyghe, 2010);
one ‘attaches’ oneself to festivities, to the os that dates are, one becomes a
character in the theatre that the world isL#nsaison des fétesluyghe engages with
the ‘appearance and disappearance’ of that whicinneendlessly, including
‘natural returns like the tide or like spring’ (Hgtye, 2010), as that which we ‘attach’
ourselves to. Like the tide returns, Christmas]d¥eten and St-Valentine return,
and we attach ourselves to them as Huyghe sayshémacters attach themselves to
the scenarios or fictions “inside” which they ligad which as such ‘give rise to
[their or our] realities’, the realities of us piag characters in the illusion or theatre

that the world is considered to be.

Huyghe planted in the gardenldd saison des fétesGreen Romantica flower, a
green rose, as the ‘morphing of the traditionatm®rof the two celebrations St-
Valentine and St-Patrick’s day (Huyghe, 2010). §heen rose embodies the
morphing of the vegetal symbols of these two calétans: the morphing of the rose

% Huyghe’s work exposes a general interest in thea fof the scenario or fiction. In some works, this
takes the form of an interest in the literal forfrihee scenario or fiction, the scenario of a filmtloe
fiction that a film is for example. The scenaridfigtion is not in these works the scenario oridint

by which the world is defined as theatre or illus{tike is the list of dates of celebrations which
saison des fétemmbodies), they are the literal scenarios ordictiof cinema for example. In
Blanche-Neige Lucijel997 L ellipse, 1998,The Third Memory2000, andNo Ghost Just a Shell
(initiated in 1999), characters, real or not, gmtigh processes by which they escape, “get out” of,
the scenario or fiction inside which they were ‘ghti as characters, or predestined to be caugt (
Ghost Just a ShéllTo take the scenario or fiction in its literatin as it is in these works appears as
a strategy of Huyghe by which to embodmyataphorof “getting out” of the scenarios or fictions by
which the world is defined as theatre. In otherdsgothe character of a film emancipates itself from
the scenario or fiction of the film asetaphorfor our potential emancipation from the theatre or
illusion that the world is considered to be.

La saison des féteseems more interesting in that the scenario tiofiof dates of celebrations is not
the fiction of a film but the fiction of the worlénd as such the work need not function
metaphoricallybut can functioriterally. In other words, if.a saison des fétés engaged with
“getting out” of the scenarios or fictions by whittte world is defined as theatre, it can do sodltg
and not through the metaphorical use of the scematriction of a film for example.
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flower (St-Valentine) and the colour green (St-R&ts day). The Green Romantica
is a new vegetal symbol for a new celebration betw&t-Valentine and St-Patrick’s
day, a new date that adds itself to the calenddatss (the 17 of March to coincide

with the opening of the exhibition).

A constant in Huyghe’s work seems to be that itageg with the notion of theatrum
mundi, that we live or ‘move around in fictions whigive rise to [our] realities’,

that we live in an illusion or theatre. In relattmnHuyghe’s work, what is in this text
termed the living or nature is the fictions we maveund and the realities they give

rise to.

La saison des fétegves us th@iewof a new nature: a nature where the Green
Romantica serves as a symbol for a new celebralins.new nature isur nature
metamorphosed, it is a new possibility for nataregw celebration has emerged
between St-Valentine and St-Patrick’s day. The nature is a metamorphosis of
the fictions we live in, appearing to hope to gise to new realitied.a saison des
fétesembodies the paradignew living emerging from A Liféts mode of aesthetic
experience is neither vision nor hallucination \aetv, the artwork which embodies
this third paradigm gives to experience the vieva oew nature. As for the first two
paradigms, the aesthetic experience of an artwbikhwembodies this third
paradigm corresponds to a movement from natureptzsaible universe. The
specific type of possible universe associated thih paradigm is termeakew

nature The viewer is deterritorialized from (our currenature and reterritorialized
onto a new nature, a new nature which itself isstamorphosis of (our current)
nature.La saison des fétggesents the view of a new nature by virtue of@néing

a new fiction or scenario. In the casd_afsaison des fétethe movement from
nature to a possible universe, the movement frainr@do a new nature, is a

movement from our current fictions to a metamorphosthese fictions.

This mode of aesthetic experience does not invillgesstablishment of a unity with
the Outside. In terms of movement, it corresponds itelative de- and re-

territorialization through which no unity with ti@utside is established. This
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experience is nevertheless different from our adirexperiences and movements,
themselves relative de- and re- territorializatiautisch always inevitably “lead us”

to our actual universe, in that through this exgrese a possible universe is attained:
a new nature, a metamorphosis of our nature (famgste, the new nature where the
Green Romantica serves as a symbol for a celehratighe 1% of March). The

type of possible universe termed new nature isteegtherge from A Life or the
Outsidein that the movement that leads to it necessegtiyires an absolute for its
operation. This movement is described as [natufé] Life or the Outside] — [new
nature]. No unity is established with the Outsid®tigh the aesthetic experience but
nevertheless the new nature, our nature metamacedhemerges or results from A
Life or the Outside. An artwork which embodies gagadignnew living emerging
from A Lifegives to experience the third quality of movemdms: quality by which
our ordinary experiences or movements incessagsly Us to and give us to
experience a renewed nature which emerges fronféAdrithe Outside. This
renewed nature is said to emerge from A Life or@gside in that the creative
potential that A Life is incessantly operates ttee)actualization and (re-
)virtualization of our nature, relentlessly givirige to our nature as a renewed nature
which (re-)emerges from the Outside. This qualitpnovement can be termed the
renewingquality of movement. The artwork which embodies tiird paradigm of
commitment to A Life gives to experience the viehagossible metamorphosis of
our nature, a new nature which is our nature metphused orenewed It

embodies a commitment to A Life in that it givesterience the renewing force
and creative potential that A Life is.

The Green Romantica lra saison des fétes that which embodies the
metamorphosis of our nature, it is because of thergrose that the work gives to
see a new nature, the green rose “opens itself,dbtossoms into” and as such
“exists within” a new nature. The movemérat saison des féteorresponds to in
terms of the metamorphosis of the fictions we lives described as: [... — St-
Valentine — St-Patrick’s day — ...] — [A Life or Ouds] — [... — St-Valentine —
Green Romantica — St-Patrick’s day — ...]. The Giieemantica (and correlatively
the new nature it “exists within”) relates to A &ibr the Outside in that it results or
emerges from A Life or the Outside. The Green Rdioarmoes not blossom from
within nature into nature, it blossoms from the € into a new nature. This could
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in a sense be said of all flowers, all flowers btwa into the actual universe which
itself is the incessant (re-)emergence of a newradtom the Outside, but the
difference with the Green Romantica is that it eggemot into a new (re-
)actualization of the actual universe, it emergés a new nature that is itself a

possible universe, a universe that is actual butewad.

The paradigm of commitment to A Lifeew living emerging from A Liie so far the
most pronounced departure from DG’s conceptuabnadf art. A new nature should
not be confused with what DG term ‘a new earth apeople that do not yet exist’
and which art ‘calls for’ (Deleuze and Guattari919104). A new earth and a
people ‘to comé” relates to the absolute deterritorialization arel t
reterritorialization on the absolute (Deleuze anafari, 1980, 636). A haptic vision
(for exampleFigure in movemehtwhichis andgivesA Life, ‘'summons forth’ or
calls for a new earth and a people to come (DelandeGuattari, 1991, 166). A Life,
becoming, the forcesf the future art following DG’s conceptualization, calls for a
new earth and a people to come because it opesnrsdusature to A Life, it gives us
the vision and becoming that launch us towardabsslute and as such towards a
future, the future of a new earth and people. Hareys and nature, having become
absolute and dispersed through the establishmentioity with A Life, are

inevitably eventually reterritorialized into thdatve and actual universe that nature
Is. The new earth and people to come is consequieméver to comebecause A

Life will forever be this creative power which latires us and nature towards the

absolute and the future.

The new nature or new living discussed in relatmthe paradignmew living

emerging from A Lifés exactlynot this new earth and people to come. A new nature
Is not forever to come, it is a metamorphosis afr@ature of which the artwork

gives a view: it “has already come”. A new natwakin to the result of a

revolution, the emergence of a new nature. Butipegcas such, it loses its
radicalism. As DG write of revolution: ‘But the szgss of a revolution resides only

in itself, precisely in the vibrations, clinchesdaopenings that it gave to the men

*" The expression ‘to come’ is often used to refea tew earth and a people. For example, ‘the
language of sensations [...] that summons forth pleeto come’ (Deleuze and Guattari, 1991, 166).
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and women at the moment of its making’ (Deleuze @nodttari, 1991, 167). The
‘success of a revolution resides only in itseleg@sely because its success does not
reside in that which it gives, in that which itués in: a new nature. The success of a
revolution resides in the becomings and the openiingse becomings allow for
during the revolutionary process, and adtier in the new nature the process gives.
Nevertheless, a new nature embodies a commitmextite, like the result of a
revolution embodies a commitment to revolutiongsiit results or emerges from it;
such is the argument by which the third paradigrooshmitment to A Lifenew

living emerging from A Lifés said to be a commitment to A Life, giving to

experience the renewing force and creative potethiié A Life is.

The three paradigms of commitment to A Life aral anterms of aesthetic
experience correspond to, a movement from natuaegptssible universe, from
nature to either a haptic vision, nature hallu@datir a new nature. This movement
results from the commitment to A Life, it is thensequence of the embodiment by
the artwork of one of the three qualities of movatr(baptic, hallucinatory or
renewing). The commitment to A Life is a commitmémthe pure plane of
immanence that A Life is, and as such necessadbnamitment to immanence.
Consequently, the movement from nature to a passibiverse never describes a
leap out of the pure immanence that A Life is,ii@/ement is never from nature to

a form of transcendence.

When art is movement from nature to a haptic viggaradigmA Life in the living,
that which is attained is not a form of transcemggout the transcendental, A Life in
reciprocal presupposition with the living. Expregs&® Bacon’s paintings are figures
of our naturegiven ‘giant dimensions as if they were swollenadife that no lived
perception can attain’ (Deleuze and Guattari, 1982). Nature opens itself onto A
Life, and as such not onto a form of transcend&utento itself Nature as that
which we ordinarily experienagf the transcendental field or pure plane of
immanence, opens itself onto the transcendentdlifiside which we live and

which lives inside us.
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Art as movement from nature (as it is ordinarilpesenced through human
perception) to nature experienced as a hallucinatrom nature to nature
hallucinated (paradigrtine living as point of view on and from A Djfdoes not

either involve a form of transcendence. The haflaton, that nature is experienced
from and through the Outside, involves no formrahscendence since nature is
never “escaped” as if through a movement towartdarescendent exteriority from
which nature is experienced (as if to experiencaradrom Paradise for example, or
“the perspective of God on our world”). Nature ap of viewfrom the Outside
always also reciprocally presupposes nature ag pbinew on the Outside (from a

position within nature) denying any possible forfriranscendence.

When art is movement from nature to a new natuseaghgmnew living from A

Life), the view is not of a form of transcendence &t the new nature is a
metamorphosis of our nature “through its middledck of the three paradigms in a
sense involves a metamorphosis of nature “throtggimiddle”. Following the
paradigmA Life in the living through a vision, it is through its middle thature
opens itself onto itself and as such oAtbife Following the paradigrthe living as
point of view on and from A Liféhrough a hallucination, nature is not per se
metamorphosed but it is through its middle thatekiea-ordinary photograph
operates its capture (on its vertical line of genbsyond the threshold of human
perception); and it is through its middle that vi@wver experiences it simultaneously
as point of viewon andfrom the Outside, as if the viewer oscillates infinftedpidly
between nature and the Outside passing throughitdidie of nature. Following the
paradignnew living emerging from A Lif@ature is metamorphosed in its middle in
that literally a new nature exposes a metamorphiogiee middle of nature, a new
nature is our nature which embodies a changesimitidle” as it is clearly
exemplified by the Green Romanticalia saison des fété€m the middle of St-
Valentine and St-Patrick’s day). A new nature is wature metamorphosed and as

such “a future” of nature, a new possibility fortune.

Three types of form of transcendence, or what etebned universes transcendent
to nature, can be defined. An artwork which embedieommitment to A Life

corresponds to or gives a movement from naturepimsaible universe that would by
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definition (A Life being pure immanence) never l@éadne of these three types of
universe. The first typpretends to the Outsidaot as a transcendental immanent
Outside in reciprocal presupposition with natuhe (ranscendental field, A Life),
but as a universe transcendent to nature (Partmtisgample). The second type
pretends to the Outside in reciprocal presuppasitith nature, but by virtue of
attempting to embody the Outside, to give the @etSits own nature”, to represent
or narrate the Outside as a wandtself, it makes the Outside a form arguably
transcendent to nature. This type of universe testdm the attempt to express the
Outside as if “in and of itself”, meaning thatieciprocal presupposition or relation
of immanence with nature is “lacking” (this typefusther discussed below in
relation toLa saison des fétgsThe third type does not pretend to the Outside,
does it pretend to nature in that it is not a metgunosis of our nature through its
middle (as id.a saison des fétgdt simply assumes itself as transcendent to our
nature. This type can perhaps be described by iwltaimmonly termed a parallel
universe, a nature in parallel with our naturepitild be exemplified by the work of
Charles Avery who since 2004 has developed an maagiparallel world calle@he
Island Each of these three types corresponds not teetllization of ‘presence in
the illusion’ (A Life in the living — haptic visiogmor to the conversion of ‘the
illusion in presence’ (the living as point of viem and from A Life — nature
hallucinated), but to an attempt to ‘get out og[thusion]’, not through a
metamorphosis of the illusion (new living emergfrmm A Life — new nature), but
through a paradoxical “movement” towards a univérgescendent to nature. Each
of them corresponds to a leap out of the pure phdimamanence (A Life), a
“movement” which a commitment to A Life cannot engmass. They embody the
attempt to get out of the illusion either by makofghe Outside a universe
transcendent to our nature, by making of the Oataitbther natureithin our nature
(but another nature which lacks a relation of imarare with our nature), or by

making another natui@utsideour nature.
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Huyghe talks of.a saison des fétes relation to Alice fromlrhrough the Looking-
Glass(1871) by Lewis Carroll (Huyghe, 2010). Huyghes#yat his interest in
creating a new celebration in-between two existielgbrations is an interest in an
‘outside’ (Huyghe, 2010), an outside of the ficgahat the calendar of celebrations
constitutes and by which the world is considerebdaan illusion or theatre. Huyghe
exemplifies this outside of fictions with the ‘unibiday party’ Alice attends in
Through the Looking-Glasa celebration of every other day that is not sne’
birthday (a celebration of the other 364 dal/g)saison des fétes through the
Green Romantica what Huyghe calls the ‘negativebgtxbn’ of the fictions inside
which we live, the negative exhibition of the fantithat the calendar of dates is, ‘a

supplement of celebration’ (Huyghe, 2010).

FromAlice's Adventures in Wonderlat@ Through the Looking Glags finally

Sylvie and Brun@1889), Deleuze sees a ‘progress’ (Deleuze, 13983in Carroll’'s
work. The progress has to do with the relationgl@pveen the ‘surface’ and the
‘world of depths’ (Deleuze, 1993, 34, 35), in oth@rds between nature and the
Outside. The progress is that increasingly, thraihgtthree books, this relationship
becomes one of reciprocal presupposition, a relationanence between nature and

the Outside. Ii8ylvie and Brunp

the previous depth has flattened itself out, armbbees a surface [the
Outside] alongside the other surface [nature]. Wuesurfaces thus coexist,
and two contiguous stories are written on them [Ndt one story within
another, but one next to the oth8ylvie and Brunds probably the first book
to tell two stories at the same time, not one msiege other, but two
contiguous stories, with passages constantly sgiftiom one to the other,
sometimes owing to a fragment of sentence thainsneon to both stories
[...] (Deleuze, 1993, 35).

The Outside irAlice's Adventures in Wonderlandllice’s Wonderland, emphasizes
‘one story within another’, meaning a world (Wondad) within another world (the
“initial” nature Alice is in before she falls dovthe rabbit hole). Alice does not
“constantly shift” between nature and the Wondet]dhe two worlds are not
contiguous, imbricated, a fragment of sentenceccnat be common to nature and

the Wonderland. The Wonderland embodies the Outgithen nature, but in a way
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that the Outside is given “its own nature”, andtigh this embodiment the Outside
remainsarguablytranscendent to natuteThe “problem” is that the reciprocal
presupposition between the Wonderland and naturetiexpressedbylvie and
Brunooperates a progress because the reciprocal pestipp between the two
stories, between the two worlds, is more expliatypressedAlice's Adventures in
Wonderlanddescribes a single movement from nature to an alg@inscendent
Outside and back to nature. In that sense, Alitedgadown the rabbit hole could be
accused to arguably be a leap out of the pure maimemanence that A Life is.
Sylvie and Brunexplicitly expresses a relation of immanence betweature, i.e.
the Victorian era of the narrator, and the Outsige Fairyland, through direct
imbrications of the two (a sentence or a song ganlsaneously pertain to both
nature and the Outside) and through ‘passagesarthsshifting from one to the
other’: nature — Outside — nature — Outside — . he Dutside repeatedly actualizes
itself in nature (as when the narrator first encets1Bruno, a fairy, in nature: *
“Those visions are destined to be linked with ming life!” ) and nature
continuously falls back into the Outside (Sylvield@runo keep on disappearing
back into the Outsidepylvie and Brunas not one story within anotheil{ce's
Adventures in Wonderlahdt is a single story which develops through an
imbrication of nature and the Outside, explicithpeessing a relation of immanence

between the two.

A way by which to imbue a form of transcendenckedcaison des fétes to
interpret the Green Romantica as embodying thei@is the same manner that
Alice’s Wonderland embodies the Outside. It isrtteipret the work as creating a
new fiction (a new date in the middle of the cakenaf dates) which hopes to give
rise to the reality of a yearly movement from natto the Outside, but where the
Outside is arguably transcendent to nature. I$ i§ Hluyghe wanted to give rise to

the reality of a yearly absolute deterritorialipatitowards and onto the Outside, but

*8 That Alice’s Wonderland is arguably transcendemature is proper to my analysis and not to
Deleuze’s. It seems however obvious that theresenge in which the ‘progress’ that Deleuze sees in
Sylvie and Brundrom Alice in Wonderlandholds within itself the argument that there isekl of
reciprocal presupposition or relation of immanebeeveen the Wonderland and nature (Alice’s
nature), and as such that there arguably is doelaf transcendence between the two (Deleuze,
1993, 34-35).
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as opposed to open nature onto itself and as suortle absolute that the Outside
is, Huyghe “opens” nature onto another world, a At¥erland” arguably

transcendent to nature.

It seems more appropriate and interesting howeviertérpretLa saison des fétexs
being closer t&ylvie and Brunehan toAlice's Adventures in Wonderlanthat the
new nature is the metamorphosis of nature throtsgimiddle can be imaged as such:
nature (the ‘surface’) tears itself open onto thesidle (the ‘world of depths’)
simultaneously as the Outside “re-patches” thewatdr its dispersion. New
dispersions of the Outside emerge in the middigatdire, composing a new nature.
The new nature does not give a vision of the Oatdidt from the Outside
something new has emerged, corroborating a metdrasigpof nature. Nature tears
itself open in the middle of the calendar of cedeions, simultaneously as the
Outside “re-patches” the tear with its dispersiwith the Green Romantica. This is
to interpret the Green Romantica not as an embatiofehe Outside, but as an
actualization of the Outside in nature, an emergdram the Outside, constituting a
new naturelLa saison des fétawt as another story or world embodied by the Gree
Romantica within the story that nature is, butdhwgle story of nature which
incessantly tears itself open onto the Outside kamaously as the Outside “re-
patches” it with new surfaces, continuously giviigg to a new nature. Not the
yearly cyclical movemeifitom nature to an arguably transcendent Outsidethe
timeless linear movemeftbom nature to a new nature. The Green Romantes d

not embody the Outside, it (and the new naturbldssoms into”) emerges from it.

The new nature is never a “Wonderland”, but itdsfa “Wonderland” emerges in
the middle of nature, that which emerges in natiime Green Romantica for
example) appears to come from a Wonderland: ievg, mnd as such appears as a
strange foreign creature. A new nature is notm@sttandent universe of strange
creatures, it is the emergence or surfacing of nepredictable forms or creatures
in the middle of our nature, to a similar effectdsen in (the middle of) our nature

are discovered new species that none could hacemeeived.
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Art gives to experience possible universes thaeapo varying degrees alien.
However alien these possible universes appear, tarbeever gives us a universe
transcendent to nature by which the commitment taf@would correspond to a
leap out of the pure plane of immanence that A isfé\rt, depending on which
paradigm of commitment to A Life it embodies, givesthree types of possible
universe. The haptic vision is the vision of thiemworld that our world absolutely
decentred from humans, a vision of the Outside in reciprocal presuppositvith
our world. Nature hallucinated is our world expeded from and through the
Outside and consequently experienced as the haditian of a world that appears
alien. The new nature is formed through the emerg@&mour world of new forms

which as new necessarily appear alien.

The paradignmew living emerging from A Lifinds a commonality with the
paradigmA Life in the livingin that they both operate in co-creation with AeLiA
haptic vision is a composition of chaos, a compagenbs or chaosmos which gives
the vision of A Life in the living. A new nature &#so a composition of chaos only it
is not one which gives thasionof A Life in the living, it gives azsiew of a new

nature or new living which emerges from A Life. IBaling the paradignA Life in

the living the composition of chaos or co-creation has thpgse of rendering A

Life sensory, leading the viewer to the absolutg fLife is. Following the
paradigmnew living emerging from A Lif¢he composition of chaos or co-creation
has the purpose of operating metamorphoses in id@erof nature, or in other
words of “re-patching” nature torn open onto the<iie with new surfaces, leading
the viewer to a new nature. These two paradigntisahsense oppose themselves to
the paradignthe living as point of view on and from A Lifethat the latter does not
operate in co-creation with A Life. The extra-omliy photograph does not compose
chaos, it cuts across the chaosmos (or the velitieabf genesis of the living), it
captures chaos composing itself. An artwork whictbedies the paradigthe living
as point of view on and from A Lii®es not construct or give consistency to a
possible universe because its purpose is to rexatateas a possible universe (only
one which “has realized itself” as the materiatifthe universe). This artwork is not

“less creative” because it does not operate inreatmn with A Life, it needs
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exactlynotto operate in co-creation with A Life if it is t@aldeve its purpose (the

same could be said of science).
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Section 7 — Three paradigms of illusion of commitnmd to A
Life

Threeparadigms of illusion of commitment to A Lafiee conceptualized, they are
termed:human-actuglimaginary-transcenderdandchaotic-noise These three
paradigms threaten the embodiment of a commitnoeAtltife because although
they fail such commitment, and as such fail A Ltfeey give the illusion that they
embody such commitment, they give the illusion dfife. Whereas a commitment
to A Life results in a movement from nature to agible universe, an illusion of
commitment to A Life results in a “movement” whildadsnowhere The paradigm
human-actualeads nowhere in that it (its corresponding “moeatt) remains in
nature; the paradigmmaginary-transcenderéads nowhere in that it gives to
experience, or can be said to launch itself towadsiverse transcendent to the
pure plane of immanence that A Life is; and thegamchaotic-noisdeads

nowhere in that it plunges towards death.

The possible is for DG an ‘aesthetic categoryis that which art gives: ‘the possible
as aesthetic category (“the possible or | shafbsate”)’ (Deleuze and Guattari,
1991, 168). DG write * [...] or | shall suffocate”hecause nature is suffocation, it is
suffocating. For DG, art “remediates” the suffooatthat nature or the living is, the
vision of A Life in the living expressed as a pb#siuniverse (Bacon’s Figures for
example)s brought byis andgivesa breath of air: ‘a breath of air from chaos that
brings us the vision’ (Deleuze and Guattari, 128¥). The suffocation of nature is
remediated by the vision, a possible universe whigiresses nature opened onto
itself and as such onto the Outside, a breathroMdhen Kierkegaard’s hero
demands “the possible, the possible or | shallsatie,” when James longs for the
“oxygen of possibility,” they are only invoking tteepriori Other’ (Deleuze, 2004,
356-357).

The two new paradigmsh living as point of view on and from A Laiednew

living emerging from A Lifeby which DG’s conceptualization of art is expathde
110



remain faithful to a commitment to A Life, and atecthe possible. The embodiment
of each of the three paradigms of commitment tafa tesults in a movement from
nature to a possible universe. The paradigeniving as point of view on and from A
Life can be said to remediate the suffocation thatreasunot by giving the vision of
A Life, but by giving an experience of nature framd through A Life, and
consequently involving a unity with A Life or theu@ide. Nature is perceived from
and through the Outside, “from and through a bre&#ir”. The paradignmew

living emerging from A Lifean be said to remediate the suffocation of natutiee
sense that nature tears itself open and is “rehpdtowith new dispersions of the
Outside, a new possible nature, a new possibiitynature has emerged (in a strict
sense however, it cannot be said to give a ‘breb#iir from chaos’ since no unity
with A Life or the Outside is established). On titer hand, each paradigm of
illusion of commitment to A Life fails A Life andsasuch the possible, each fails to

remediate the suffocation that nature is.

‘Man imprisons Life’ Deleuze has saidlifAbécédaire de Gilles DeleugBoutang,
2004). It isin andby ‘man and his world® that A Life is imprisoned. Man cannot
trust A Life to launch man and his world towardsvimossibilities, as if man was to
sit back and watch himself and his world being cegat by an absolute movement
and made to go through an infinity of becomingd &sinched towards a pre-
determined destiny. But this is not because manatarust A Life, it is because

man cannot trusgtimself

Deleuze explains, through his writings on Nietzs¢hat man and his world has for
essence the imprisonment of A Life by the very tédteing an actualization of A
Life (Deleuze, 2007, 192). In Nietzschean termsn iewad his world are the
‘becoming reactive’ of the reciprocally presuppagsiactive forces’ that A Life or
the virtual is, and it is this becoming reactiveiethforms the essence of man
(Deleuze, 2007, 192). The actualization of theuwal{the actualization of A Life) is
thebecoming reactive of active forcésom A Life to man and his world), and the
virtualization of the actual is tHeecoming active of reactive forcésom man and
his world to A Life). Man and his world, here terdnghe living or nature, aray

*9‘Man and his world’ is an expression used by Degeim his writings on Nietzsche, it needs to be
understood as what has been termed the livingtoregDeleuze, 2007, 192).
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essence reactivand it is as such that man is said to imprisonifd.IMan and his
world are by essence the becoming reactive of A, lAf Life which is itself active,

active forces.

There is another inseparable sense by which mahiamndorld needs to be
understood as that which imprisons A Life. It iatthn a sense, this “ontological”
condition by which man and his world are by essereaetive “informs or forms”
the values of man (and as such his morals, beirefgtutions, etc.) with a
‘psychological’ equivalent: nihilism (Deleuze, 2@)%26). ‘According to Nietzsche,
the analysis of nihilism is the objectdychologyunderstood also as a psychology
of the cosmo$® (Deleuze, 2005c¢, 26). Nihilism is a psycholaythe cosmo# the
sense that A Life, by actualizing itsaeé man and his world, “annihilates” itself: the
active forces that it is become reactive. Evidetitlg is not a “bad” condition per se,
it is the condition by which man and his world comi® existence and this
“annihilation” (or actualization, from A Life to thliving) is reciprocally
presupposed by a “vitalization or affirmation” fartualization, from the living to A
Life). But nihilism is also the ‘object of psychglg of man and not jusof the
cosmosor of the genesis that A Life is. Man embodiekigvalues a becoming
reactive, a nihilism: for example, the figure ofrS8hepitomizes the becoming
reactive of man by ‘valoriz[ing] only the sick addsolate aspects of life’, by
‘judging life, and universalizing the condemnatmirife’ in the name of divine
values (Deleuze, 2005c, 44, 45). After the ‘dedtBad’, the ‘Higher Men’ replace
these divine values with human values only to fiedv ways to annihilate Life:
Higher Men ‘are “failed”, “wasted”, and know not\do laugh, to play, to dance’,
they do not know the Life which they annihilategyldo not know how to embrace
A Life, to unite with A Life (Deleuze, 2005c, 46).

Art is man’s “fight” against himself and his worlidyr A Life andfor himself and his
world. Art fights against the psychologythe cosmoandof man The task of art
for DG is to express A Life in the living, to exgeethe active forces in reciprocal
presupposition with the reactive forces that mashfae world are. For DG, art is
defined by such an expression of active forcesitaisdhrough such an expression

%0 “cosmos” needs to be understood as A Life, agémesis that A Life is.
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that A Life is liberated from where it is imprisahand given to us, given to us as

visions and becomings through which we establishity with A Life.

When DG write that ‘we lack resistance to the pnéd®eleuze and Guattari, 1991,
104), they mean that we lack resistance to thepsisnside which man and his
world imprison, constrain, obliterate A Life, arfwhat it is as such that we suffocate.
To resist the present through art is for DG to ojpenpresent (the living, nature, or
man and his world) onto itself and as such ontafA. Lt is to restore to naturts
absoluteness, through the expression of the visiadbecomings by which man, on
rare occasions, (re-)finds the Life he annihildtg®ssence. In relation to each of the
four paradigms of commitment to A Life (includingetfourth paradigno live A

Life conceptualized in the following sectioty,resist the present is to give a
movement from nature to a possible univeeseovement which remediates the
suffocation that nature is. Each of the four payadi of commitment to A Life is a
paradigm of resistance paradigm of resistant@ man and his world, bdibr man
and his world, andbr A Life.

An artwork which embodies the paradidgimman-actualeads nowhere in that its
“movement” remains in the actual universe, in thiéogation that nature is. The
paradigmhuman-actuatlescribes our ordinary experiences or relativeenants.
This paradigm of illusion of commitment to A Lifeduces A Life to the living, it
reduces the extent of A Life to nature, it redutesabsolute to the relative, the
infinite to the finite. The artworks which embodyg paradigm are filled with
perceptions or figurations, affections, opinior&he, appropriation, journalism, in

sum they represent, comment on, discuss, man ansidnid.

In a sense, the paradigmman-actuatioes not pretend to A Life or to a
commitment to A Life in that either: it denies thessibility to express, to give to
experience or to establish a unity with A Lifejiiotioes not consider A Life at all, it
ignores A Life, or it takes it to be, and as susthuces it to, the living or the lived.
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To use an example not directly related to art, we might be under the illusion that
communication, that our new means of mobile and networked communications
remediate the suffocation that nature is. But man’s incessant communications, his
world of the ceaseless exchange of clichés, photographs, perceptions, affections,
opinions and ready-made concepts provides none of the creation, vision and
becoming that art as the expression of A Life in the living involves. Perceptions,
affections and opinions are not A Life, they are that which A Life needs to be
liberated from. ‘We do not lack communication. On the contrary, we have too much
of it. We lack creation. We lack resistance to the pré¢Peleuze and Guattari,

1991, 104).

Mrs Niepenberg from Gerhard Richter, 1965
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Gerhard Richter’s “blurred photograph” paintings ,exemplified byMrs
Niepenbergfollow the paradignhuman-actual Painted from a photographMrs
Niepenbergoperates a negation of painting’s capacity to espand give visions of
A Life by equating its potential to that of the pbgraph: Richter seems to affirm
that painting cannot show or give to experiencetang beyond that which
photography can. SimultaneoushMrs Niepenbergperates a second negation, a
negation of our ordinary human perceptions presutmeorrelate to that which the
photograph gives to see: Richter appears to inglioatfurther” blurring the
photograph that our ordinary perceptionsalready blurredwith regards to ‘a
reality that we can neither see nor describe’ (RiGHL.982, 12152 Man and his
world (and the potentiality of painting) is addredshrough a negative critique
which cannot give a movement from nature to a jpbssiniverse. If the incapacity
to, or supposed impossibility of, operating a mogatfrom nature to a possible
universe can be termed suffocatidMrs Niepenberggmphasizes and has for subject
suffocation. It seems that the only manner by whickee the work in a positive
light is to assert that it functions as a denummmadf the failure of the paradigm
human-actuaglbut it as such remains a self-defeating actitaypaint to assert the
failure of painting, to make “art”, what pretendsbe art, to assert the incapacity of
art to attain to the possiblelrs Niepenbergembodies perception, cliché,
appropriation and journalism to, at best, operategative critique of man and his
world. As negation, it opposes itself to the affation that a commitment to A Life
is. Richter’s negations of painting and of humarception/photography oppose
themselves to the affirmative embodiments of a cament to A Life through
painting (the Figure, paradigiLife in the living or through photography (the
extra-ordinary photograph, paradighe living as point of view on and from A ljfe

both of which involve the establishment of a umiyh A Life.

®1 One of the photograph in Atlas Sheet: 10, 196#nfthe ‘Atlas collection - the newspaper
clippings, photos and sketches which are the sauaterial for much of Richter's work’ (Richter,
2010).

%2 Beyond this double negation, Richter finds a pasjtin his ‘abstract pictures’ (or abstract
paintings) which ‘make visible a reality that wenazeither see nor describe, but whose existence we
can postulate’ (Richter, 1982, 121).
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An artwork which embodies the paradigmaginary-transcendenéads nowhere in
that its “movement” is of a leap out of the purar@ of immanence that A Life is, it
leads to a transcendent universe. As previoustudied, there are at least three
types of universe transcendent to nature: a trawlgce outside (a Paradise), an
embodiment of the Outside which lacks reciprocabppposition with nature and is
as such arguably transcendent to nature (Alice’sdfgdand), or another nature
outside our nature (Charles Averyrie Island. This paradigm leads nowhere in
that it involves “a kind of” de- and re- territoliEation, but it is an impossible
deterritorialization outside the pure plane of inm@ace and a reterritorialization on
afictive, imagined or fantasized and transcendent univérgea kind of” de- and
re- territorialization but one which does not in®imovement, since movement
never launches itself outside the pure plane ofamence that A Life is. Evidently,
movement, and as such A Life as the absolute coemaf movement, never
launches itself outside itself (A Life never lausshtself outside A Life, in other

words the pure plane of immanence does not ancdtasnape or transcend itself).

The paradigmmaginary-transcenderdorresponds tbction and as such opposes
itself tofabulation ‘creative fabulation’ (Deleuze and Guattari, 19981), a
concept which Deleuze appropriates from Bergsartidfi can be conceptualized
(through an articulation proper to this text antltodDeleuze) as an umbrella term
with different interpretations which all opposerniselves to fabulation: fiction can
be a ‘fantasy’, an “imagination”, a ‘memory’, artdnivolves a “projection of the

Se”:u63

(Deleuze and Guattari, 1991, 161, Deleuze, 1988, The universe given to
experience by fiction can be said to be createautin, and to involve a mode of
aesthetic experience described gxagectionof the self onto a transcendent
universe. In opposition, the universe given to expee by fabulation is created
through, and involves a mode of aesthetic expegielescribed as,l@comingof the
self. The universe given to experience by fabutaisonot a@ranscendentiniverse

but an expression of theanscendentali.e. becoming. Projection can be said to be

83 ‘Creative fabulation has nothing to do with a meyndowever amplified, or with a fantasy’
(Deleuze and Guattari, 1991, 161); [...] fabulatitime fabulating function, neither consist in
imagining nor in projecting a self’ (Deleuze, 1993).
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the mode of operatioof fiction. Projection is both the mode throughiethfictions
are created, and the mode of aesthetic experigtomns correspond to, in other
words fictions induce the viewer to project hersélh the other hand, becoming is
the mode of operation of fabulation. Becoming & tinode through which
fabulations are created, and fabulations give ¢ovitewer becomings. Projection
opposes itself to becoming, and correlatively distopposes itself to fabulation, and
the transcendent opposes itself to the transcealddie triad projection-

transcendent-fiction opposes itself to the triaddmeing-transcendental-fabulation.

Projection corresponds to an illusion of commitmenA Life in that it is the

operation of a leap out of the pure plane of immaeedhat A Life is. And since A

Life never launches itself outside itself, since gure plane of immanentsepure

and allows for no transcendence, projection cabha@ commitment to A Life.
Becoming on the other hand is a mode of operatioa,mode of creation and of
aesthetic experience, by which the artist creadéshmough his projections
(imaginations, fantasies, memofi§ut through his becomings. The artist paints or
the writer writeghrough his becomingsnd it is these becomings which the painting
or the novel expresses. The artist paints or tliermuwrites the visions he attains to
through his becomings, and not the fictions heatatt to” through his imaginations

or fantasies:

He [the artist, the novelist] has seen in life stnmg too great and also too
unbearable, and the mutual embrace of life witlhwiach threatens it, in
such a way that the corner of nature he perceorate neighborhoods of the
town along with their characters, attain to a \isilbat composes through
them the percepts of that life, of that moment{tehiag lived perceptions

into a sort of cubism, a sort of simultaneism, afdlm or crepuscular purple or
blue light, which have no other object or subjbetrt themselves (Deleuze
and Guattari, 1991, 161-162).

% A memory can be associated to projection, itgsaection on the past. Memory opposes itself to
becoming. For example a memory of being a childhénpast opposes itself to a becoming-child in
the present. Deleuze mentions many times, in ogldt literature, how creation has nothing to do
‘our small private lives’, with the memories of qunivate pasts, but with becoming-other in the
present, with A Life (Boutang, 2004).
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In painting, fiction opposes itself to fabulatioke abstraction (for example
geometrical abstraction) opposes itself to hapsion or the Figure. Abstracticas
projection onto a transcendent universe opposel itsthe Figureas becoming
which is and expresses the transcendental. Fi@tiwagination, fantasy) sets itself in
diametrical opposition with the real, whereas fakioh ‘goes beyond the real and
the fictive’ by raising itself to ‘visions’, ‘becoimg or powers™ (Deleuze, 1985,

196, Deleuze, 1993, 13). Fabulation is the funchignvhich A Life in the living is
expressed, it results in a vision/becoming, in abi@rs or landscapes that are
‘swollen by a life that no lived perception caraattto’ (Deleuze and Guattari, 1991,
162). Fabulation is the affirmation of the powetlué false that goes beyond the real
and the fictive, it is the power of the false agaiepresentation. Representation is a
mode proper to fiction: fictionepresentsmagination or fantasies, ieépresents
transcendent universeb opposition fabulatioexpressebecomings, iexpresses
the transcendentalWhereas fiction creates representative narrabdgsant
monsters living in transcendent universes (for gdan®ods in Paradise or Charles
Avery’s Aleph Nullin The Islandl, ‘fabulation creates visions that falsify recalve
truths by rendering visible the intolerable [A Jif¢hereby critiquing the present,
while those same visions loom like giant mythiafigs of yet to be explored
possibilities’ (Bogue, 2006, 220). These expressigmns in opposition to
representative narrations are ‘dynamic but unsigetih their narrative possibilities,
and hence temporal forces that may generate stbrésot themselves properly
narrative elements’ (Bogue, 2006, 220). Terms @adued to the triads opposed
above: projection-transcendent-fiction-represeotatiarration opposes itself to

becoming-transcendental-fabulation-expression-misio

The universes that fabulation creates and givegperience are, in relation to
painting, the possible universes that haptic visionFigures are. Haptic vision is the
type of possible universe corresponding to thegigmaA Life in the living and as
fabulation, it opposes itself to fiction. But itasso the two other types of possible
universe, nature hallucinated (paraditira living as point of view on and from A

% ‘powers’ is translated from French: “puissances”.
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Life) and new nature (paradigmew living emerging from A Lifethat oppose
themselves to fiction. Nature hallucinated,nature is necessarily not a fiction, and
it involves no projection outside the pure planénminanence that A Life is, on the
contrary it is nature experienced from and throAdlife. A new nature is perhaps
closer to fiction, for examplea saison des fétes “fiction of a metamorphosis of
nature”. But the mode of creation of a new natanedt through projection, it is not
through a leap out of the pure plane of immanehatA Life is. A new nature is
created through A Lifehrough becomingthrough a becoming which results in and
opens itself onto a metamorphosis of our natureew nature, our nature torn open
onto the Outside and simultaneously “re-patchedhwew dispersions of the
Outside [a saison des fétgopposes itself to a fantasy or imagination of a
transcendent universe which is created througheption and projected onto
(Paradise, Charles AveryThe Island. La saison des fétesidently presents a
nature that is very different to Charles Averyise Island the former involves a
metamorphosis of nature and as such a becomirgfure plane of immanence

whilst the latter involves an impossible leap arjection out of this plane.

Through fiction, suffocation is perhaps remedidiatithrough an illusion, through
the illusion of a projection of the self onto ansaendent universe. Through fiction,
nature is left unaffected by the projection, whergmough a commitment to A Life
and as such through a movement from nature to sijesiniverse, nature is either:
opened onto itself and as such onto A Life, expeeae as a possible universe and as
a hallucination, or made to go through a becominghbich it metamorphoses itself.
Fiction, and projection as its mode of creation aasthetic experience, transcends
the pure plane of immanence and as such leavegl#inis unaffected
(correspondingly leaving nature unaffected, nahgi@g that which we ordinarily
experience of the pure plane of immanence). Thedation of suffocation is an
illusion since nature is left as it is, unaffectedr example, for the ones who believe
in the fiction of the bible and the transcendenverse it narrates (Paradise),
suffocation is remediated through the illusion girajection onto a form of
transcendence (Paradise, God, etc.) until thelifdterhen the projection can
“realize” itself (“reaching Paradise, reaching Gett,.”). They believe in a
fantasized or imagined life that is transcendernh#oliving and only attainable after
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life. Surely the projection of the self onto a seendent universe involves
becomings of the self, but becomings which dergy lecomings which
paradoxically deny A Life and as such themselvesd¢ming = A Life) until after
life. These believers are opposed to the ones wheue in life and aim to go
through becomings remediating the suffocation tiadtire iswithin life, embracing
A Life within life. The ones who aim to go through becomings andhvefieve in
Life as affirmation of the power of the false aiiing any form of truth oppose
themselves to the ones who project themselves batieve in and affirm as truth a

fantasized or imagined life.

The conceptualization of the paradigms of illustdbrtommitment to A Life
Imaginary-transcenderdgndchaotic-noiseelate tightly to Deleuze’s discussion of
respectively ‘abstract painting’ and ‘abstract egsionism or art informel’ in
Francis Bacon. Logique de la sensati@eleuze, 2002, 96-102, 110-111).
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Removed due to copyright

On White Ilby Wassily Kandinsky, 1923

The “problem” of abstract painting according to Reié® is that it takes the

analogical, the ‘analogical flux’ (Deleuze, 2002, 110), A Life itself, as its object and
in doing so separates A Life from the living or the lived in reciprocal presupposition
with it, making of A Life a form of transcendence. Abstract painting pretends to the
Outside, but through its engagement with the medium, it separates the Outside, the
transcendental field or the pure plane of immanence from nature, “breaking” the
reciprocal presupposition between the two. Abstract painting ‘proceeds by code and
program: it implies operations of homogenization and binarization that are
constitutive of a code’ (Deleuze, 2002, 110). The code functions as a digital
language which opposes itself to the analogical language that serves to express A
Life in reciprocal presupposition with the living as exemplified by Bacon’s use of

the medium of painting. The paintings of Mondrian or even some works by

% |n the specific context of his conceptualization of sensation in relation tinandjhBacon’s
work.
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Kandinsky’ proceed by code, their paintings are like langsagéinarized code or
collection of pictorial shapes “aimed” at codifyitige analogical flux or A Life
which it takes as its object. It is as if thesenpeis attempt to create a pictorial
syntax to “phrase” A Life outside its reciprocaépupposition with nature. Their
digital or codified languages should not be confuséh analogical language:
through an ‘intrinsically pictorial code’ thedigitally attempt to express the
analogical(Deleuze, 2002, 110). The notion of a digital odified language to
express A Life describes well the purpose of Kasklyis chapter on ‘The Language
of Form and Colour’ irConcerning the Spiritual in A# (Kandinsky and Sadler,
1977): to articulate a pictorial code, a ‘langua§érm and colour’, to attempt the
‘expression of the soul of nature and humanityasrKandinsky terms it, thenerer
Klang ®. Since the code results from operations of homiagéion and binarization
(for example Kandinsky's ‘antitheses’ in ‘The Large of Form and Colour’
(Kandinsky and Sadler, 1977)), the code opposel ttsthe analogical. What could
be termed the “digital expression of the analogisalparadoxical’ and ‘a status that
nears the impossible’ (Deleuze, 2002, 110). Thraalggtract painting, if A Life is
said to be captured, it is captured through a ewdkenot analogically, the capture is
by codification and not by modulation of differeaitrelations, in other words ‘the
analogy passes by a code instead of passing lageadn’ (Deleuze, 2002, 110).
There certainly are rhythms in Mondrian and Kankynéut these exist through a
code, a codified or digital rhythm which not onlydifies A Life but also loses the
reciprocal presupposition between A Life and natlifeeir paintings do not include
the constitutive difference of levels that the seias is. Bacon expresses the
transcendental in reciprocal presupposition wittureawhilst Mondrian and

Kandinsky present codified universes transcendenature. Abstract painting, by

" DG associate Kandinsky to that which is charastietiaccording to them, of abstract
expressionism, or art informel: the ‘nomadic motif’nomadic line also present in Pollock [footnote
35] (Deleuze and Guattari, 1980, 624). This is ppshtrue of early works likeugue 1914, but latter
works, for exampl®©n White 1] 1923, exemplify a shift in Kandinsky’s work whiskems to, by
then, proceed by code: Kandinsky’s “motifs” becaimet of abstraction of clear and distinct pictorial
shapes, if not only of geometrical shapes.

%8 Originally published in 1911 in German @ber das Geistige in der Kunst

% ‘innerer Klang can be translated from German as “inner soundiis fuote is from the

Translator’s Introduction p. xiii (Kandinsky anddbar, 1977). The English translation was originally
published by Constable and Company Limited in 184%he Art of Spiritual Harmony
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taking A Life as an object in separation to thénliy remains a mode of creation and
a mode of aesthetic experience linked to projediah the transcendent, to the
representations of imaginations of A Life, in opitios to becoming and the
transcendental, to expressions of A Life. The pgradf illusion of commitment to

A Life imaginary-transcenderthreatens the embodiment of a commitment to A Life
because although it fails such commitment and els fails A Life, it gives the

illusion that it embodies such commitment and givesillusion of A Life.

The paradignthaotic-noisas the third paradigm of illusion of commitment4o

Life. Abstract expressionism or art informel (Jamk$ollock for example (Deleuze,
2002, 99-102)) in opposition to abstract paintiogsinot codify the analogical flux
but leaves it as such, falling to make it passughoand re-emerge from the diagram
to construct to the Figure and as such expresdeihithe living. Pollock attains to
‘the secret of the gothic line’ (Deleuze, 2002, 1 @ke ‘line without contour’ of
abstract expressionism (Deleuze, 2002, 102), time $@me which Bacon uses to
compose the Figure. Bapitalisme et schizophrénie 2. Mille plateaBwllock is
exemplary for having attained to this line charaste of ‘nomad art’ which DG
praise (Deleuze and Guattari, 1980, 624). Howeliscussed in the context of the
analysis of Bacon’s work iBacon. Logique de la sensatjan Pollock’s work it is

‘as if the diagram was directed towards itselfteasl of serving as a means. It no
longer goes beyond itself through a code [as itrattspainting], but dissolves itself
into a scrambling’ (Deleuze, 2002, 110-111). Tine kvithout contour, and

Pollock’s work, expresses the analogical flux asdwach A Life, but A Life is
expressed as if “in and of itself”, lacking a reoipal presupposition with the living.
This expression results in a ‘painting-catastrophd;: sensation is attained, but
remains in an irremediably confused state’(Dele@®82, 102). And what is a
sensation irremediably confused if not chaos?4dt igast chaotic, a rhythm that
nears noise. Chaos is necessarily composed, Patoukoses chaos, but the Figure

fails to emerge, the composition is a “mess”: moich caution is needed to prevent

123



the plane of consistency from becoming a pure plane of abolition or @eath’

(Deleuze and Guattari, 1980, 330-331). An artwork which embodies the paradigm
chaotic-noisés and leads to a plane of abolition or death, it leads to and is a mess, a
catastrophe, a confusion, and it is in that sense that it leads nowhere.

Abstract Painting from Gerhard Richter, 1987

" The plane of consistency refers to the virtual, A Life, in opposition to, yet in reciprocal
presupposition with, the actual, the living or the plane of organization.
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The paradignthaotic-noisecan be exemplified by Richter’s ‘abstract pictifesAs
previously mentioned, for Richter, his abstractymes ‘make visible a reality that

we can neither see nor describe, but whose exesteacan postulate’ (Richter,
1982, 121). IMAbstract Painting 1987, chaos is necessarily composed, but simce th
Figure fails to emerge, the painting and as suish'iiality that we can neither see
nor describe’ loses its relation of reciprocal ppgsosition with nature.
Consequently, not only does the painting is a mdssh nears chaos, it also
arguably makes of A Life a form of transcendenceld@king an explicitly

expressed relation of immanence with nature, thest@aphes Richter’s abstract
pictures give to experience arguably remain ast@mdent as the codifications of A
Life that abstract painting operates. Whereas #nagiggmimaginary-transcendens

an attempt to remediate the suffocation that nasubg launching itself towards a
transcendent universe, the paradigmotic-noises more appropriately described as
attempting such remediation by plunging towardoshdo follow the paradigm
chaotic-noisas to consider chaos as if paradoxicatiytself, and not as intrinsically

linked to, and inseparable from, A Life or the chmos. The paradigehaotic-
”72

noise like the paradignimaginary-transcendenfails the “tension™“ (Deleuze,
2002, 102), in other words it fails to expressri@procal presupposition or relation
of territoriality between nature and A Life. Therpdigmimaginary-transcendent
neutralizes the tension because it launches tseHrds a universe transcendent to
nature, a universe detached from, lacking tensiaim, wature. The paradigm
chaotic-noiseneutralizes the tension because it launches ttseHtirds death, a chaos

in itselfwhere all tension disappears.

Art never simply leads to chaos: art involvgsaasage throughhaos in the
movement from nature to a possible universe. Batghssage through chaos always
correlates to a genesis, to the genesis of a pessiiverse which the passage or

movement through chaos leads to and opens itsdf tre genesis of the Figure

" ‘Abstract pictures’ is an expression used by Richo refer to his abstract “paintings” (Richter,
1982, 121). Paintings titleflbstraktes Bildare on Richter’'s own “online catalogue raisonné”
translated aé\bstract Paintingas perAbstract Painting1987, above (Richter, 2010).

2:kandinsky defined abstract painting by “tensiobtjt according to Bacon, tension, is what abstract
painting lacks the most’ (Deleuze, 2002, 102).
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itself composition of chaos, expression of A Lé&pression of the genesis that

natureis (haptic vision); naturas (vertical line of) genesis, natuas possible

universe in the process of realizing itself, natuméucinated from and through the

Outside or A Life, as it is experienced through élx&ra-ordinary photograph (nature

hallucinated); the genesis involved in our natwem@ metamorphosed into a new

nature, a new living emerging from the Outside dri#® (new nature).

The following table charts the three paradigmdlo$ion of commitment to A Life.
Each paradigm is described through that whichadi$eto (in different ways

nowhere), its mode of aesthetic experience, thatlwihgives to experience and its

corresponding “movement” or illusion of movemenmrr nature to a possible

universe.
paradigms of illusion of commitment to A Life
paradigm of leads nowhere in that | mode of aesthetid gives to experience corresponding
illusion of from nature it leads to .. experience “movement”
commitment to o
. or illusion of movemen
A Life )
from nature to a possibl
universe
human-actual nature or the living suffocation the living or the lived: reduced to relative
perceptions, figurations, actual movements, i.e.
affections, opinions, cliché,| no movement towards
appropriation, journalism, the possible
etc.
imaginary- transcendent universe projection an imagination or a fantasy, impossible “movement”
transcendent or a memory, through a formy of a leap out of the pure
of representation plane of immanence
chaotic-noise chaos chaos abolition, a mess, a

(chaos thought of da
itself, having lost its
intrinsic relationship to

A Life or the chaosmos)

(thought of asn
itself)

catastrophe, confusion, death, “movement” by which

a rhythm that is or nears

noise, etc.

a paradoxical

movement stops or dieg

Table 1. Paradigms of illusion of commitment to el
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Section 8 — The fourth paradigm of commitment to A Life:

toliveA Life

This section conceptualizes the paradigm of commitment to A Life to live Athefe
third and last level of expansion of DG’s conceptualization of art, through an
engagement with the following works by Pierre Huyghe, Francis Alys and Peter

Doig:

A Journey That Wasntty Pierre Huyghe, 2005

A Journey That Wasn’'2005, by Huyghe:

On February 9, 2005, seven artists and ten crewmembers set sail from
the Port of Ushuaia in Tierra del Fuego, the southeast point of Argentina.
Their journey centered on a search for an unknown island and an
encounter with a unique solitary creature that was rumored to live only on
the shores of an unnamed island somewhere at the height of the Polar
Antarctic Circle (Public Art Fund, 2005).
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When Faith Moves Mountaittgy Francis Alys, 2002

When Faith Moves Mountain2002, by Alys:

On April 11" 2002, five hundred volunteers were supplied with shovels
and asked to form a single line at the foot of a giant sand dune in
Ventanilla, an area outside Lima. This human comb pushed a certain
guantity of sand a certain distance, thereby moving a sixteen-hundred-
foot-long sand dune about four inches from its original position (Alys,
2002).
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Untitled (Ping Pong)2006-2008, and Paragon, 2006, by Doig:

Untitled (Ping Pongpy Peter Doig, 2006-2008

Paragon by Peter Doig, 2006
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These works do not embody any of the first threagigms of commitment to A
Life, A Life in the livingthe living as point of view on and from A Ldenew living
emerging from A Lifeand yet they engage with A Life, with the abselcdmponent
of movement. They are not however concerned wim#tureof movement, they
are not concerned with one of the three qualittee@/ement. To embody a
commitment to A Life through a concern with th&tureof movement is to embody
and as such give to experience one of the threlgigaaf movement, qualities
which are not ordinarily experienced: the qualiyvhich movement always
necessarilys, and opens its relative component onto, the abesthat A Life is
(haptic quality); the quality of movement by whittovement is simultaneously
absolute and relative, by which our ordinary petioss (perceptions of the relative
component of movement, of the living or nature)thgg which we experienad the
absolute (of the absolute component of movemeAtldfe) according to our
relative thresholds of perception, whilst thesecpptions are experienced from and
through the absolute (hallucinatory quality); thelity by which movement always
is and results from the continuously renewed creatiogenesis that A Life is, by
which nature (or the relative component of movemeantinuously emerges anew

from the absolute (renewing quality).

A commonality between the works mentioned abowkasthey are narrations, and
each narrates one or many figures’ performance @icaor activity. The initial
proposition is that they narrate a figure’s acactivity through which the figure
performs an absolute movemenhey narrate not a figure’s performance of an
ordinary relative movement, they narrate a figupggformance of an absolute
movement? The problem has changed in comparison to thetfirse paradigms, it
concerns not theatureof movement but thperformanceof movement. The
performance ofelative movements refers to our ordinary movements and
experiences, they correspond to what can be tetonkeek the living The works

mentioned above are concerned with the performahabsolutemovements, these

3 An absolute movement to which, by virtue of reogal presupposition, in other words because
absolute movement is not transcendent, necessanigins a relative component. As discussed
below, that which is narrated is the relative congrg of a movement that is itself absolute.
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movements are different to our ordinary movementsexperiences, they
correspond to what can be termedive A Life The new problem these works
engage with is expressed in the name of the paradfgcommitment to A Life they
are said to embodyo live A Life This problem does not concern tregure of
movement or theatureof the relation between the living and A Life e three
other paradigms do: A Life the living, the livingas point of view on and frok
Life, new livingemerging fromA Life. It concerns th@erformanceof movement,
the performanceof the living: to live. The logic by which thisdioth and last
paradigm of commitment to A Life adds itself to firet three paradigms can be
expressed as such: after investigatingieire of movement through an
engagement with its three qualities, the problepobees tqperformmovement.
Equivalently: after investigating the nature of te&ation between the living and A
Life, the problem becomes to perform the livingl{te) as performance through
which A Life is lived (to live A Life).

To live A Life equally means to perform an absolotevement, to establish a unity
with A Life, to reterritorialize on the absoluterfexample, through her aesthetic
experience of a haptic vision, the viewer can e &ealive A Life. By engaging with
a figure’s act or activity, the paradigmlive A Lifenecessarily involves narration, it
narrates the figure’s performance of that act awig, and as engaging with the
performance of absolute movement, this narrationbeaformulated interchangeably
as: the narration of a figure’s act or activityahgh which the figure performs an
absolute movement; the narration of a figure’s moaet through which it
establishes a unity with A Life or the Outside; ttagration of a figure’s act or
activity through which it reterritorializes itsadh the absolute or the Outside; the
narration of a figure who lives A Life; etc.

To live A Lifeis already the problem intrinsic to artistic creatfollowing DG’s
conceptualization of art. For DG, the artiges A Lifein that it is ‘a seer, a becomer’
(Deleuze and Guattari, 1991, 161): becom#&Wy Life, the artist as becomer lives A
Life, and as seer it has visions of A Life. Thasapperforms an absolute movement
and by expressing this absolute movement in themadity of the medium, it gives
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absolute movement to the viewer. The artist livdsfA and gives to the viewer the
experience of living A Life, of living absolute mement: visions of a non human
landscape of nature, non human becomings of mavements from nature to

possible universes which express the genesis aab$olute that A Life is.

The fundamental shift of the paradigalive A Lifefrom DG’s conceptualization of
art, from the paradigrA Life in the livingis that following this new paradigm
absolute movement is nexpresse@nd as suchiven butnarrated In an artwork
which embodies the paradigim live A Life absolute movement is narratddough
the narration of a figure’s act or activity by whithe figure performs an absolute
movement. This raises a crucial problem. A hypathétvork embodying this
paradigm, and taking for example Bacon as its &guould narrate an act or
activity through which Bacon performs an absoluteszement: in occurrence his act
of painting. But the narration of Bacon’s relatc@mponent of movement as he
paints, the narration of the relative componerttisfabsolute movement (a relative
component which necessarily remains because absolovement is not
transcendent), “narrates nothing” of the absolub#ement he performs. The
narration is not of a figure who lives A Life, itnply of a figure who lives the
living, of a figure who paints, the narration i b absolute movement but of
relative movements. A Life or absolute movemiarthe livingescapes narration like
the Figure escapes figuration or representatika,the Figure escapes the view,
absolute movement cannot be narrated, it can anbxpressed in visions. That
absolute movement cannot be narrated is a prolfiahtén be solved through an

approach which, although directly inspired from B@/ritings, departs from DG.

There are specific relative movements which casdia toexpress absolute
movementrelative movements that are different to ordinafgtive movements in
that theyexpress an absolut@hese specific relative movements are like theson
DG typify as the ‘troubling [...], more or less mysteis’ and ‘grandiose cases
where the deterritorialization becomes absolutdsiviosing nothing of its precision’
(Deleuze and Guattari, 1980, 401, 402). They gine Examples:
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(1) pilgrimages to the source, as among salmorsyggrnumerary
assemblies, such as those of locusts or chaffinetes(tens of millions of
chaffinches near Thourne in 1950-1951); (3) magraatisolar-guided
migrations; (4) long marches, such as those ofd&ter (Deleuze and
Guattari, 1980, 401).
That these grandiose relative movements are sagiess absolute movement does
not mean that they symbolize or are metaphorskisolate movement. In
comparison to other ordinary relative movements, & that in these grandiose
cases the ‘nature of movement changes’: ‘therenseshing of the Cosmos [or the
absolute] in these more ample moveméh®eleuze and Guattari, 1980, 401-402).
These deterritorializations are absolute, and sdlese movements. Crucially, there
remains a relative component to each of these ateswiovements by which they
can actually be described and referred to: “pilguges”, “assemblies”, “migrations”,
“marches”, etc. That absolute movements can beitesi; referred to and as such
narrated by their respective relative componentesponds to a new category of
movement which has not so far been discussed, aa®gory which differentiates
itself from ordinary relative movements the livingas well as from absolute

movements oA Life in the living

Relative movements of the livjrigr example moving from the room to the corridor,
do not express an absolute, they do not describeferto absolute movement: even
if these movements need an absolute for their tiparéoy virtue of the reciprocal
presupposition between the relative and absolutgooents of movement), they
remain relative components of movement which dbsamovements aklative de-
and re- territorialization. The new category of roent in contrast encompasses
relative components of movement which describe nmarés ofabsolute
deterritorialization (and reterritorialization dmetabsolute)Absolute movements of
A Life in the livingon the other hand, as expresseBantrait of Isabel Rawsthorne
cannot be described or referred to by their reéatiomponent: “Isabel Rawsthorne
sits on a chair”. Again, this is because “IsabelB&orne sits on a chair” is an
ordinary relative movement which does not expresalesolute. By definition
absolute movements of A Life in the livoannot be described by their relative

component because this relative component corestata viewof the living(the

" Cosmos’ needs to be understood as A Life or isohute, as absolute movement.
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view of Isabel Rawsthorne sitting on a chair), themvements can only be

expressed in a visioof A Lifein the living.

The new category of movement is evidently inspfrech DG, but also a departure
from them (DG focus very little attention to thegeandiose cases’). This category
of movement can be namabsolute movements of the livildgither relative
movements of the living, nor absolute movementa bffe in the living, but

absolute movements of the living. They charactealy are absolute movements of
which the relative components express an absautéas such absolute movements
which can be described, referred to and as suchtedrby their relative components

(“assemblies”, “migrations”, etc.).

To perform ordinary relative movements is to “libe living”. To perform absolute
movements of the living is to “live A Life”. But wat does it mean in practical terms
to “live the living”, for example for salmons, cliaches, migrating birds or indeed
for humans, and how does it compare to “live A 12f8Vhat does it mean for the
nature of movement to change, for the deterritaadion to become absolute? To
“live the living” involves utilitarian functions ahtasks such as ‘nutrition,
reproduction, conservation, adaptatidriDeleuze, 2007, 47). Territorialization
could be added to this list, to establish a tetyisn as to protect oneself. To “live
the living” involves activities so as to proteabnserve and reproduce oneself as a
living organism, to adapt oneself to the living eamment. To “live the living”
encompasses all the utilitarian tasks and functibasinvolve and are requir¢a
survive But to survive is exactly not “to live A Life”,lviously not in the sense that
to die is to live A Life but in the sense that théasks and functions always involves
processes of relative de- and re- territorializatibo find a land; to construct a nest,
a house to protect oneself from external forcage® of nature: the wind, the rain,
the sun; to establish a territory to conserve dhés¢ also to reproduce oneself; and
then relative movements from the nest or the htmsé¢her territories in order to

fulfill utilitarian tasks and functions: to find éal, or to find money to buy food or

5 This quote is from Deleuze’s bodkietzsche et la philosophiRelations between absolute
movements of the living and Nietzsche's concepthefactive and the reactive previously introduced
are established below through the analysis of ANak.
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pay the rent (to “pay for the territory”), to firmmate to reproduce, etc. To “live A
Life” on the other hand involves another type ofverment, neither to find a
territory, nor to leave the territory to simultansty attain to another territory, but to
leave the territory in a movement that is a ‘takéaim the territory’ (Deleuze and
Guattari, 1980, 401) and that does not attain yocdimer territory that might
otherwise serve for reterritorialization. The natof movement changes in an
absolute movement in that the figure which perfornfellows cosmic [or absolute]
variables’: ‘In migration, the sun is no longer teerestrial sun reigning over a
territory, even an aerial one; it is the celestiad of the Cosmos, as in the two
Jerusalems, the Apocalypse’ (Deleuze and Guatt@d80, 402). ‘ “Farewell!, I'm
leaving without looking back” ' (Deleuze and Guattd980, 403), “my sight is not
on the territories | pass through but on the cosrar@bles | follow, on the celestial
sun of the Cosmos”. From the territory, the figteterritorializes itself not on
another territory but on the absolute, the detaiatization becomes absolute. The
movement loses nothing of its precision, the mov@ngeprecisely localizable in
nature (because the movement is not transcendeintf)do ‘localization has become
cosmic’ (Deleuze and Guattari, 1980, 402). The mwamt of some hypothetical
figures performing a solar-guided migration ‘exceé#ie capacities of any possible
assemblage [or territory], to enter on anothergl@deleuze and Guattari, 1980,
401). The figures necessarily pass through teresasr from one territory to the
other: this constitutes the relative component ‘tliliemains” to their movement
that is itself absolute, they have attained totazel on another plane. This relative
component of movement, “a migration”, expressealasolute, in other words it
expresses their travel on this other absolute pkame it is as such that this relative
component can be used to describe and as suchenanrabsolute movement, an
absolute movement of the living. Their solar-guid@dration express ‘the re-found
or liberated forces of a deterritorialized Cosm@®leuze and Guattari, 1980, 402),
A Life, the absolute. A Life is not expressed imigion, in an indiscernibility
between itself and the living which it conditioras (in Figural painting), but it is
expressed in what is termed an absolute movemehediving. The figures attain to
A Life, they live A Life,asA Life lives through them; and that they live Aféican
be narrated through the description or referendbdaagelative component of the
(absolute) movement they perform. For example, ‘Aliggk When Faith Moves

Mountainsis analyzed below as the documentation of a moweni#erent in nature
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to the ordinary movements through which we “live tiving”. Five hundred people
move a mountain by shoveling it a few inches foohas they walk “over” it.
Through such movement, these figures are argukegetaot the living but A Life,
similarly to the figures of a solar-guided migratiwho follow cosmic or absolute
variables. This movement of another nature is desgras an absolute movement of
the living, and its documentation, i.e. the docutagon of their action or
performance (“five hundred people move a mountais™he narration of absolute
movement, or more precisely the narration of th&tiree component which remains

to a movement that it itself absolute.

‘Kafka often opposed two kinds of voyage, one esiee and organized, the other
intense and by debris, wreck or fragments. Thissg&oyage can be on the spot, in
“one’s bedroom”, and as such even more intense [Dédleuze and Guattari, 1975,
65). In this passage, the “first kind of voyagefers to relative and ‘extensive’
movement®f the livingwhereas the “second kind” refers to absolute artdrise’
movementf A Life in the livingThrough the mention of these ‘grandiose cases’ in
Capitalisme et schizophrénie 2. Mille plateaakthough DG do not focus on them,
they in a sense complexify the opposition theyugethrough Kafka iKafka - Pour
une littérature mineur¢Deleuze and Guattari, 197%)Absolute movement is either
on the spot, in one’s bedroom, in immobility: abhgelmovement is intensive. Or,
following the mention of those grandiose casesplalbs movement can also occur
through the performance of a movement that is fesite and organized’: a
pilgrimage, a migration, a march, etc. Absolute sraent can also k& the livingas
well as beingf A Life It is as if a third kind of voyage adds itselfthe first two:
neither an extensive voyage where other placeatur® are reached and explored,
nor an intensive voyage on the spot, but an extengiyage where other places in
nature are necessarily passed through, but ittithean which are reached and

explored, it is an absolute plane mapped by cosmabsolute variables. The third

"6 Although the definition of, and emphasis absolute movements of the livinglongs entirely to
this text and not to DG’s writings.
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kind of voyage is not a an extensive voyage in nature “when on some occasion” an
intensive voyage on the spot is also performed, it is not a “combination” of the first
two kinds of voyages, it is through and only through its extensity in nature that it is

and can be absolute.

Study after Velazquez's Portrait of Pope Innocehy Xrancis Bacon, 1953

These absolute movements of the living are very different to the absolute movements
of A Life in the living expressed in a haptic vision. Bacon’s Figures are mostly
passive in terms of relative, extensive or actual movements, and by avoiding the
figuration and as such narration of relative movements, Bacon is all the more able to
express absolute, intensive or virtual movements, i.e. the Figure. For example, the
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extensive actual passiviof the pope irStudy after Velazquez's Portrait of Pope
Innocent X 1953, allows all the more for the visionary exgsien ofintense virtual
activity. The paradigm of commitment to A Lite live A Liferelates to the problem
of the performance of absolute movement througkiip@cts or activities. Bacon,
and DG’s conceptualization of art, do not and carfaod do not want to) engage
with this problem. The problem Bacon is engagedh wgtthe expression of absolute
movements in reciprocal presupposition with thenlly not the narration of figure’'s
act or activity as that through which it perfornmsasolute movement of the living.
Engaged with the paradigiiLife in the livingcorrelated te@xpressionBacon is in
diametrical opposition to the paradidmlive A Lifecorrelated taarration.
Effectively the narration of absolute movementshefliving is in complete
opposition to DG’s conceptualization of art, ithe diametrical opposite of the
expression of a vision. The former concerns extenactual relativactivity as that
through which absolute movement is perforr{gatadigmto live A Lifg, whereas

i 7

the latter concerns extensive actual relgpassivityas thatnder” which absolute

movement is expressguaradigmA Life in the living.

Thenarration of absolute movements of the liviaghe approach which solves the
problem according to which absolute movement cahaotarrated: to narrate an
absolute movement of the living is to narrate altgoinovement. The works by
Huyghe, Alys and Doig discussed in this sectioneatidently very different on

many levels. It seems however that each of theengaged with the narration of
absolute movements of the living. Each work seaenisetengaged with the narration
of a figure’s act or activity through which an alhge movement is performed, with

the narration of a figure who lives A Life.

" As previously mentioned Deleuze refers to the baillyout organs as ‘a revelation of the body
under the organism’ (Deleuze, 2002, 150). The Ba/té absolute movement of the body, the Life
that the body is, ‘under’ the organism.
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Huyghe, Alys and Doig have different approachethéonarration of absolute
movements of the living, with widely different rdsu Huyghe and Alys narrate
movements that seem to relate more closely to [@@&isdiose cases of migration or
march: Huyghe’s journey or “migration” to the Pokarntarctic Circle, Alys’ march
through which a mountain is moved. Doig on the ottend narrates movements that
are not “grandiose”, movements that correspona@ionzon activities: to play ping
pong or cricket. Through the analysis of their véprtkree different ways by which

to approach the narration of absolute movementiseoliving are conceptualized:

the fictionalization of absolute movement (Huyghe),

the narration of relative components of movemernitivlexpress an absolute,
in other words the narration of absolute movemenhtke living (Alys), and
the narration of relative components of movementivddo not in and of
themselves (meaning outside this narration) ex@es#bsolute, but that are
narrated as that through which absolute movemegrgriormed; in other
words, ordinary relative movements narrated aslatsssmovements of the

living (Doig).

Only Alys’ work is the narration of absolute moveantgof the living, and as such
only his work will be discussed in close relatioipsto the conceptualization of these
movements developed above. Huyghe and Doig apptbaahmotion of absolute
movements of the living in a very different wayAltys, and in that sense in ways
that to some extent diverge from how these movesreat conceptualized. Why
then discuss their works in relation to such cotgazation? Because the narration
of a figure who performs an absolute movement eflithng, the narration of a
figure’s act or activity as that through whichiuds A Life, is considered to be
exactly what they attempt to achieve in their wdiksopposition to Doig’s work,
Huyghe’s workA Journey That Wasniill be said to fail to embody the paradigm
to live A Life.
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Before the engagement with the different artwovkith) the different approaches to
the narration of a figure who lives A Life, thelfaking introduces that which the
paradigmto live A Lifegives to experience, which is as such commonddhtee
approaches: narrations, but more specifically ilnedrmedales of resistancelhe

paradigmto live A Lifegives to experienceles of resistance

The paradignto live A Lifeis a means by which to engage with shbject ofthe
figure of resistancerTo live A Life is to resist, the figure who penfios absolute
movements of the living is a figure of resistariCiee figure, through its act or
activity, overcomes the suffocation that naturbyisttaining to a breath of air as it
enters another plane in reciprocal presupposititim mature, as it begins to follow
cosmic or absolute variables and establishes g witit A Life. The figures’ act or

activity is anact of resistance

The narrations of the acts or activities throughchlltigures perform absolute
movements of the living come to be experiencedfterdnt degrees asles the
narrations formales of resistanceBy the term “tale” | mean a narrative which
pretends to narrate an event which truly took plaoe because of the nature of this
event, the narration lends itself to have its iéyaquestioned. These narratives
appear as tales because they are, like DG’s gremdi@ses, always and inevitably,
although to different degrees, troubling and markess mysterious for the very fact

that they are not ordinary movements but are rareements of another nature.

The figures of resistance, the protagonists ofeéhiales, are very different to Figures,
visions of A Life in the living. Figures are tihesults of acts of resistanche acts of
resistance of the painters who liberate A Life vehieis imprisoned. But these
Figures are not themselves figures of resistammces¥amplePortrait of Isabel
Rawsthorneloes not have for its subject a figure of resistamor an act of

resistance although it results from Bacon'’s agesfistance.

An artwork which embodies the paradigm of committrterA Life to live A Life
narrates an act or activity as that through whidhfa is lived, making of the
protagonist digure of resistancgeof its act or activity a@act of resistanceand of the
narration of this act &le of resistance
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A Journey That Wasni¢ a work that needs to be understood as in taets: first,
‘the hypothesis of an elsewhere and a displacermsetond, ‘an encounter’; and
third, ‘themise-en-scenéHuyghe and Leydier, 2006, 32).

The first part is a scenario or fiction, amsla scenario, it was presented as a work
(the scenarids the work) inL'Expédition scintillante2002,at the Kunsthaus
Bregenz A Journey That Wasni¢ theenactmenbf this scenario and thearration

of this enactment. More specifically the work catsin firstly, the ‘hypothesis of an
elsewhere and a displacement’: ‘to produce the ibond of apparition of a
narration, to invent fictions’ which in this inst@ntakes the form of ‘the hypothesis
of a new island in Antarctica and a rumor aboutsamique creature’ (Huyghe and
Leydier, 2006, 27). A voyage towards this hypothegielsewhere, this new island
conceived in the ‘narration’ or ‘fiction’, is perfimed in order ‘to acquire the real
resources to see if they exist’ (Huyghe and Leyd@606, 27). In other words, the
voyage has the purpose to see if the new islaghiarctica and the unique creature
from the narration or fiction exist “in reality”.€8ondly, ‘an encounter’: the voyage
or journey leads to the sight of the island anthefunique creature, an albino
penguin. Thirdly, the ‘mise-en-scene’: the islasdiodelized and transformed into
sound’ (Huyghe and Leydier, 2006, 27) in view sfeposition upon the return

from Antarctica, in occurrence in Central Park, Néark, in 2005.

‘Regarding the Antarctic, we are in the non-corded, whereas here, in the city,
we are in a totally invented place with architeetwand social and legal rules. Every
day we move around in fictions, which give risedalities’ (Huyghe and Leydier,
2006, 31). Antarctica for Huyghe is the ‘non-counsted’, and corresponds to an

outside of the fictions around which we move andcWlgive rise to our realities.

As for La saison des fétethe way by which to imbue a form of transcendeno®
Journey That Wasnis to interpret the new island and the albino pemdike the
Green Romantica, as embodying the Outside in thne saanner that Alice’s
Wonderland embodies the Outside, making of it enfarguably transcendent to
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nature. It is to interpret the work as creatinge®avfiiction which hopes to give rise to
the reality of a movement from nature to the Owgitie new island and the albino
penguin). It is as if Huyghe wanted to give rise¢he reality of a movement of
absolute de- and re- territorialization towards antb the Outside, but as opposed to
open nature onto itself and as such onto the atestiiat the Outside is, Huyghe

opened nature onto another world, a “Wonderlandtiably transcendent to nature.

However, as foLa saison des fétes would seem more interesting to interphet
Journey That Wasnds being closer t8ylvie and Brunthan toAlice's Adventures

in Wonderlandnot one story or world within another, but twatiguous,

coexisting and simultaneous worlds, two worldsaciprocal presuppositioi
Journey That Wasnttot as hoping to give rise to the reality of a eroent towards

a “Wonderland” but as giving to experience our natwe-patched” with new
dispersions of the Outside, our nature metamorgh@saew nature. Nature tears
itself open onto the Outside as it is simultanepliE-patched” with its dispersions:
the new island and the albino penguin, understsaehzerging from the Outside into
the possible universe that a new nature is, likeGheen Romantica. A new nature is
not a transcendent nature of strange creatura&/omderland”, it is the emergence
of new forms or creatures in the middle of our matto a similar effect as when

discovering new species, such as an albino perigugxample.

This interpretation is however contradicted by &epects of the work. Nature, as
‘surface’ in reciprocal presupposition with ‘the sibof depths’ (Deleuze, 1993, 34,
35), the Outside, can as it were tear itself opgn the Outside and be
simultaneously “re-patched” by its dispersionsrat point on its “surface”. But iA
Journey That Wasn'nature tears itself open onto the Outside in Atitza and this
leads to a confusion. Most evidently, it is nottthature tears itself open onto the
Outside in Antarctica, it is that Antarctica iselfsconsidered as “outside”, as
Huyghe tells ug® The Outside is transformed into or replaced bgreestrial
outsidebeyond man’s control and or reach. It is an untteralized part of nature,

in Huyghe terms: an outside the fictions aroundcivlwe move and which gives rise
to our realities. Unmistakablytarrestrial outsideopposes itself to the Outside itself

"8 As previously quoted: ‘Regarding the Antarctic, ave in the non-constructed, whereas here, in the
city, we are in a totally invented place with atehture, and social and legal rules. Every day we
move around in fictions, which give rise to reali (Huyghe and Leydier, 2006, 31).
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atranscendental outsid@ot an un-territorialized part of nature but &sautely
deterritorialized Life in reciprocal presuppositiaith nature, not Antarctica but the
transcendental field. This is the first aspect adiog to which the (more interesting)
interpretation oA Journey That Wasni$ contradicted: the movement seems not to
be towards a new nature, towards nature metamoeghnsts middle exposing new

dispersions of the Outside, but towards a teredstutside.

The second aspect is theturn. The journeyeturnsback to apparently the same
nature from which it departed, to operatentise-en-scen@n Central Park, New
York) of that which was discovered “outside”. Tloaijney returns from an un-
territorialized part of nature back to the teriiédtized part of nature, from the ‘non-
constructed’ back to the constructed, ‘the cityhere fictions give rise to our
realities (Huyghe and Leydier, 2006, 31). In coditAon to the interpretation
above, the work embodiexgclical movemerftom nature to a terrestrial outside
back to the same nature. Throughlihear movemenfrom nature to a new nature,
there is no return, there is no return since natasechanged, it has irreversibly
become a new nature. A transcendent “movementlUfapt [transcendent outside]
— [same nature] or a terrestrial “movement” [naturgun-territorialized part of
nature] — [same nature] oppose themselves to amaviglnature] — [the Outside] —
[new nature]. The first two return to the same,Igththe latter does not return but
advance through difference, it advances througlnitessant repetition of
difference. If there is a return from a new natitres necessarily a “return from the
future”, a return from the future of a new natukelourney That Wasndoes not

embody such return from the future, it embodiestarn from a terrestrial outside.

Absolute movement, A Life, is that which, from natuleads to a possible universe
in a movement that can be described as: [natu]Ll-He or Outside] — [possible
universe]. A commitment to A Life as such nece$gagsults in a movement from
nature to a possible universe, and inversely sattéin to a possible universe

necessarily takes place through a commitment tofé L

With A Journey That Wasn’Huyghe attempts to fictionalize absolute movement
Thefictionalization of absolute movemantans to narrate, to make a story or
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fiction of a movement from nature to a possiblevarse. Thdictionalization of
absolute movemean equivalently be termed thietionalization of a movement
from nature to a possible universknis is the conceptualization of the way by which
Huyghe withA Journey That Wasné&pproaches the narration of absolute
movements of the living. It means to narrate alisatmovement or a movement
from nature to a possible universe as a relativengy or voyage, creating a
metaphor of the absolute with the relative. Thadiwalization of absolute movement
could mean to make either one of three storiegcboms: stories or fictions of
movements from nature to either one of the thrpedyof possible universe. It could
be the story of an extensive journey that servesrastaphor either for a movement
from nature to a reterritorialization on the abselor Outside that A Life is, or for a
movement from nature to nature hallucinated, oafarovement from nature to a
new nature. Out of the three possibilities, it sed¢natA Journey That Wasnis
closest to being a metaphor of a movement fromradtua reterritorialization on the
Outside’® This is problematic because the metaphor reqtlie®utside to be
embodied as “a place that is reached”, as a lat#tiat is reterritorialized onto. I
Journey That Wasn'as previously discussed, there are two ways bghntio
conceive how the Outside is embodied: either thisi®e is embodied as a
“Wonderland”, an arguablyranscendent outsidghe new island and the albino
penguin as “Wonderland”); or the Outside is embddiig aterrestrial outside
(Antarctica as un-territorialized part of natur@)both cases, thieanscendental
outsideis deformed by virtue of being embodied by theaphor. The narration of
an absolute movement of the living fails becausohibe movement is deformed
through the metaphor, through its fictionalizatioto either an arguably
transcendent “movement” (movement to an arguahlysitendent outside like
Alice’s fall down the rabbit hole), or into a testgal “movement” (movement to a
terrestrial outside).

" A Journey That Wasnétannot be considered as a metaphor of a movemmentrfature to a new
nature following the two aspects of the work acamydo which it embodies both a terrestrial outside
(as opposed to a new nature) and a return to the &as opposed to advancing through different or a
return from the future).
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Huyghe’s approach to the narration of absolute nmerés of the living wittA
Journey That Wasnitan be described as follows. First, the fictiaration of
absolute movement (to make a story or fiction cfadite movement). Second, the
performance by the living (the crew) of this figtiolhird, the narration of this

performance.

The crew however does not perform an absolute meweof the living. It is as if
Huyghe wanted to make a fiction of absolute moverteegive rise to an absolute
movement of the living through the enactment ofgrarance of this fiction. But an
absolute movement of the living is not the perfanoeby the living (a person or a
crew) of a fiction or metaphor of absolute movemehich deforms the Outside
(and absolute movement itself). An absolute moverotthe living is always literal
and never metaphorical, it is an absolute moveménth can be described and
referred to by its relative component (like DG'sugdiose cases). The hypothetical
figures performing a solar-guided migration do petform a fiction of absolute

movement, they perform absolute movement literally.

DG'’s conceptualization of art, the expression dfif# in the living, never involves
metaphors. The Figure (Bacon’s work for examplejatsa metaphor of A Life, is

A Life, it captures and expresses A Lifeisiand as suchivesA Life. Or in the
cinema of the seer, the metaphor or ‘cliché’ isciyavhat the crystal-image, which
gives the vision, i.e. the direct presentationheftranscendental form of time, does
away with: it ‘tears a real image [the vision] fraichés’ (Deleuze, 1985, 32) or
metaphors, it gives the visiditerally. In relation to the absolute movements of the
living, the problem is to perform them literallypdinot to perform a metaphor of
absolute movement. The paradigm of commitment taféto live A Lifenever
involves metaphors (this is true for all four pagaas of commitment to A Life).
This is not merely a question of choice of stytigarm (“to use the metaphor or
not?”): A Journey That Wasn’as metaphor of a movement from nature to the
Outside deforms the Outside and as such deforms A Life. Wik follows
paradigms of illusion of commitment to A Life whithreaten A Life or the Outside
by pretending to it whilst deforming i& Journey That Wasni$ centered around the
representation of an imagination or fantasy (tbedn of the new island and the
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albino penguin) by which the Outside is either algy transcendent (the paradigm
imaginary-transcendehbr simply an un-territorialized part of naturbdtparadigm
human-actugl In both cases, the suffocation of nature israptediated, ané

Journey That Wasnfails to embody the paradigta live A Life

Alys’ approach to the narration of absolute movetsi@fthe living is very different
to Huyghe’s approach iA Journey That Wasn'it does not involve the
fictionalization of absolute movement. Alys’ appecbas the narration of absolute
movements of the living as they are conceptualasale, the narration of a figure’s
(or many figures’) act or activity which itselftlse relative component of a
movement that is absolute. For example, when Afgsents the video
documentation of five hundred people moving a maumngVhen Faith Moves
Mountaing, he narrates the relative component which nedgssamains to a
movement that is itself absolute.

If a constant in Huyghe’s work is that it addresbesnotion of “theatrum mundi”,
that we live in fictions which give rise to our liéias, the constant in Alys’ work is
the notion that we live in different types of tewry, and that the world is not a
theatre but a multitude of interwoven territoridf/s’ works are engagements with
different types of territory: for example geograghpolitical territories (the
Mexico/United States border rhe Loop 1997, the Palestine/Israel bordeiTime
Green Ling 2004, the Cuba/United States “separatiorBiirtige/Puente2006, etc.),
physical territories (a mountain When Faith Moves Mountain2002, tornadoes in
Tornadq 2000-2010, or the delimitation of a city guardsddogs inGringo, 2003,
etc.), individual territories, meaning the terntahat an individual physically and

sociallyis, etc®

8 This list of types of territory is not exhaustiviedoes not aim to encompass all the differenesyp
of territories that Alys’ practice as a whole engggyith.

146



If Huyghe hopes to create new fictions which gige to new realities outside the
possibilities of existing fictions inside which Wwee and by which the world is
defined as theatre, Alys narrates the movemerfigukes that embody a becoming
active in their engagement with specific territeriagainst the becoming reactive

which forms the essence of man and his world.

As previously introduced in relation to the notmimature as suffocation, A Life is
active forces, and man and his world (nature,ithied or the lived) are the
becoming reactive of A Life. ‘Active negation, aeidestruction, is the state of
strong spirits who destroy the reactive in themeél@ize, 2007, 80). Through active
negation or active destruction, the active forde& bife arere-liberated re-
discovered. Active negation or destruction ‘is timdy way by which reactive forces
become active’ (Deleuze, 2007, 80). This can baghbin terms of Bacon’s work
and the expression of A Life (active forces) in likang (reactive forces). Bacon is a
‘strong spirit’ who destroys the reactive in hinfseence he sees and becomes A
Life. The process by which Bacon liberates A Lifieese it is imprisoned is through
the active negation or destruction of the pureltyaah space associated with our
ordinary views and correlatively through the actidestruction of the organism,
including the eye which gains a new haptic functibime catastrophe in Bacon’s
process of painting is an active destruction oflitieg as the necessary step by
which chaos is attained, confronted and compos®tiaa such by which A Life is
expressed. The organism is itself a territorys i\iLife actualizing and
territorializing itself in or as an organism, thgganism is a becoming reactive of
active forces. In order to attain to an expressiadtime body without organs, the Life
or active forces that the organism reciprocallysppposes, the organism must itself
go through an active destruction. The aesthetiegapce of a haptic vision
correspondingly involves a departure from and divadestruction of the organism
that the viewer is. It is only at the expense efdinganism that the viewer becomes,
that she becomes other amddiscovers A Life. An active negation is in Nietzeth
terms aransmutation Transmutation is the ‘reversal’ of reactive far@eto active
forces, ‘strictly speaking it is the reversal akaersal, since the reactive began by
taking the place of the action’ (Deleuze, 2007, §tansmutation is the reversal of a
reversal because reactive forces are (in theffieste) the reversal of the active
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forces that A Life is. In other words, the terrieg which constitute nature or man
and his world ‘began by taking the place of’ A Lind through a transmutation, A
Life is re-liberated re-discovered. These “processes” of reversal define
transmutation but also the continuously renewedtgerthat A Life is: the
actualization of the virtual or the becoming reaef active forces, and “its
reversal”: the virtualization of the actual or thecoming active of reactive forces.
An active force is only active in relation to actee force and inversely so, refuting
any form of transcendence between active forceseantive forces. Bacon’s
process of painting can be said to corroboratettaresmutation of the organism and
of the purely optical space through whichiesdiscovered the Life which theyre,
their onto-genetic condition.

Evidently these notions need to be related to ANark, to narrations of absolute
movement®f the living, very differently than to Bacon, thanexpressions of
absolute movements the living. Alys’ works that are of interest tagtanalysis are
commonly termed “actions” in art discourses. Howewae “action”, in the sense of a
“performance”, is not necessaragtivein the conceptual sense delimited by the
Nietzschean concepts of the active and the readivéaction”, if it embodies the
essence of man and his world, is reactive in azN@ktean sense. As such, an
“action” as it is referred to in art discoursesagto remain an object of analysis to
determine whether it is active or reactive, i.eaation or a reaction. An “action” is
active when it is an absolute movement of the gjyiwhen its relative component of
movement embodies an absolute. Absolute moveméttsg ¢iving are active, and
our ordinary relative movements are reactive. @dimary relative movements are
the movements which correspond to the becomindiveawhich forms our essence,
through them we “live the living”. On the other ltambsolute movements of the
living are movements of another nature, they exgpagsabsolute, they involve our

becoming active, and through them we “live A Life".

Our movements inevitably operate within or acrass or many imbricated
territories. For example the organism, itself aiti@ry, can be considered to be in
physical territories: a house, a forest, a mounttini, and in geographico-political

territories: a town, a province, a country, anesoTerritories are and as such
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express the becoming reactive which constitutesessence. To “live the living” is
to submit to, to bear with, the reactive forcesstitated by the territories inside
which we live, it is to obey the prescriptions,editions or rules that territories
impose on us. Like the territories that our orgarsigre can be thought of as
imposing themselves upon us, upon the Life thaakeg'the organism is what life
opposes to itself to limit itself’ (Deleuze and @&aa, 1980, 628)), a mountain or a
country imposes itself upon us, it imposes direxifwhere to climb or pass around
the mountain?) and rules (for example legal systevhat can be legally done in a

country?). Territories limit the Life that we are.

To “live the living” is to react, our ordinary mowents are reactive to the territories
in or through which we live. Absolute movementgslaf living are the
transmutations of such reactive movements, thesyials necessarily involve another
type of relation to territories: one that is actiirea world by essence reactive,
absolute movements of the living are ‘rare’, theg/the rare events of a ““health”™
amongst the “sickness” that man and his world%r&n absolute movement of the
living can be imaged as the rare event of Life flapthrough the living, of active
movements flowing through territories which ordihainduce reactive movements.
An absolute movement of the living does not expregsfe in a vision establishing
an indiscernibility between onto-genetic conditiamsl the living, it expresses A
Life in the relative component of a movement whagipears to different degrees as
grandiose, troubling and mysterious, becausetisédf absolute. What is “seen”, or
what is narrated, of an absolute movement of thediis in a sense a “view” of the
relative component which remains to a movementithiggelf absolute, for example:
“tens of millions of chaffinches near Thourne irb091951”. The figure who
performs an absolute movement of the living isribed from the territory, and
flows through it unaffected by the becoming reaetive territory ordinarily imposes.
This image is appropriate to the movement of tgarés of magnetic or solar-guided
migrations: they necessarily pass from one teyritorthe other: from the grassland
to the forest, to the mountain, etc., but theyrertesubmitted to these territories,

having entered another plane, they flow througldhterritories unaffected. The

8 The terms ‘rare’ and “’health™ are appropriatedrh their association to active forces, and
’sickness™ from its association to reactive foscfeleuze, 2007, 128).
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relative component of their absolute movement sged as the rare view of a river

of active forces flowing on a sick earth of reaetforces.

Alys’ practice has been described as embodyingkegorical force’ (Godfrey,
2010, 15). Alys’ actions are often described asgalty, parody, allusion, reflection
on, symbol of or metaphor for social, economicjtpall or artistic state of affairs,
even by Alys himself. For examplearadox of Praxis 1 (Sometimes Doing
Something Leads to Nothing©97, is the video documentation of an action
performed by Alys in which he pushes a block ofiicéhe streets of Mexico city
until it completely melts, nine hours later. Therlwes interpreted by Alys and
Medina as ‘a decisive moment in his [Alys] attertgpteflect on the logic of the
peripheral economies of the South’, ‘a parody efitiassive disproportion between
effort and result in much of Latin American lifeind ‘a sly means to symbolize the
melting of the generic object of contemporary &édys and Medina, 2010, 82). And
When Faith Moves Mountains described by Alys as a ‘social allegory’ (Alys,
2002). The meaning or purpose of the actions, e harrations, would be to
create an allegory, a symbol, a metaphor etc.r tdrasomething else, for instance,
the complexities of ‘Latin American life’, its rélan to modernization, to the
economy, to the social, etc. It seems howeverdltantextualized reading of an
action is not as interesting as the analysis oattimn “in itself’, the action in terms
of it being active (or in opposition reactive),ibbeing a movement different in
nature to our ordinary movements. Tleadingof an action, as opposed to the
analysis of the forces at play, necessarily asgeatsallegorical, symbolic, reflection
on, metaphor, parody, etc. This “method” of contekzed readings of actions or
movements (for example reading the action or mowerite push a block of ice in
the street” in the contexts of the economies ofSbeth and of the generic object of
contemporary art) seems forced and neither relavamninteresting in relation to the
expansion of DG’s conceptualization of art. Of ret to this analysis is not such
contextualized readings but the ontological analgéia movement that is different

in nature, and the narration of this movement.
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Another method of analysis is required, not contakted readings, but ‘Nietzsche’s
method’: ‘relating a concept [or an action] to théd to power in order to make it the
symptom of a will without which it could not ever thought (nor the feeling
experienced, nor the action undertaken)’ (Dele@@8y, 88, 89). The will to power
can be understood as A Life, it is ‘an ontologieaérgy, the living power of
everything; it is Nietzsche writes, “the unexhadgteocreative will of life” (Zepke,
2005, 12). The will to power is that whighlls in life. And what does this willvant
what does A Lifevantor will ? It wants to grow, to expand itself, at the expenfs
that which resists: man and his world, the livilge will to power can be satd

will itself in that it is becoming and it wants to becomegver, inexhaustibly. A

Life as continuously renewed geneisishis will, incessantly overcoming and
entering into becoming that which resists, thenliviSuch is the active negation or
destruction of the living (the reactive) by A Lifihe active) through which A Life
expands itself launching (negating, destroying)litheg towards new becomings.
Negationis the becoming reactive of the active, it is ththtch negates or resists A
Life, whereas active negation, effectivelffirmation is the becoming active of the
reactive. Thaffirmativeand thenegativeare the two qualities of the will to power,

it both affirms and negates:

To affirm and to negate express the will to powsst ps to act and to react
express the force. (And just as reactive forcesavertheless forces, the will
to negate, nihilism is of the will to power: “ .. vall to nothingness, a
hostility towards life, a refusal to admit the famdental conditions of life,
nevertheless is and always remains a will” (1))léDee, 2007, 60-6f

Will is the genetic element of all our actions,liegs and thought (Deleuze, 2007,
89), it is as such that each can be made intosgmaptom’ of a will. The method of
analysis proposed to counter a method of contaexedteadings involves relating
an action to the will to power, and as such tivits qualities, to make it the

symptom of a will that is either affirmative or regtye. The method involves asking

82 A Life can equally be said to have these two “djiea": the actualization of the virtual which can
be considered as negative, a becoming reactivehvibions the essence of the living; and the
virtualization of the actual which can be consideas affirmative, a becoming active, launching the
living into becoming, (re-)plunging the living intd Life.
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the question: what wills or wants the will whicketaction is a symptom of? ‘What
[wills or] wants a will is not an object, an objexet or an end. Ends and objects, even
motives are still symptoms. [...] One only ever wilgalities: the heavy, the light

..." (Deleuze, 2007, 89). The answer to the questibinralways either be the heavy

or the light, and never ‘an object, an objectivanrend’.

An action is symptomatic, or expressive, of eitheavill which negates A Life or a
will which affirms A Life. An “action” expressivefa will which negates A Life,

i.e. a reaction, establishes territories, conseovgsotects territories, or adapts and
limits itself to the territories inside which itkes place, submitting to that which the
territories impose. The figure who performs a rigacwills the heavy, the heavy
burden of territories. ‘Heavy do earth and liferede him; and the spirit of gravity
wantsit so! But whoever wants to become light and d biust love himself — thus
teach’ (Nietzsche, 2006, 154). The figure who penfoan action expressive of a
will which affirms A Life wants to escape territes, it wills the light, it wants to
flow through territories without being affected thyem, it wants to liberate itself and
as such A Life from the burden that territories os@.

Of what will is an action a symptom of? In otherrdsy what does a figure who
performs a movement or an action will or want? Tavy or the light. Of what will
is the action documented When Faith Moves Mountaisymptomatic of? What do
the figures oWhen Faith Moves Mountainsll or want (or more appropriately

what does Alys will or want through the action Is&ed the figures to carry)?

It seems to me that to ask what does a figure ventmpns an action will or want in
terms of ‘an object, an objective or an end’ isisense insightful when attempting
to identify the nature of the will its action isgmptom of (affirmative or negative),
i.e. when attempting to identify the quality of it@vement or action (active or
reactive). To react is to establish, to limit, totect, to conserve, in other words to
resist becoming, to resist A Life. The action oa tther hand liberates A Life,
through it A Life expands itself. The reaction wngparison to the action appears to
have a more clearly defined and identifiable mo#wed objective. This is essentially
because the reactive force is ‘utilitarian, of adépn and of partial limitation’
(Deleuze, 2007, 69), the reaction in a sense stemmsan easily identifiable motive
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and has a defined utility. Correlatively, the réactalways involves a movement of
relative de- and re- territorialization and thatievhis reterritorialized onto is
straightforwardly identifiable. For example, a figlestablishes, protects or
conserves a nest or a house in order to shield fitsen the wind and the rain. The
figure wants to protect itself, it reacts, and dseby reterritorializing itself on the
clearly identifiable nest or house. On the otherdhih appears more difficult to
identify the motive and objective of the actionsdems difficult to identify what is
the motive of a figure and what it wants in terrhgto objective when it performs an
action or active movement, otherwise termed absahdavement of the living. What
do tens of millions of chaffinches want when thegemble together at a specific
time and place? And what motivates them to do sbatwlo the figures diVhen

Faith Moves Mountaing/ant if they are not performing a social allegawd if this
objective cannot be, it seems, simply reduced teingothe mountain? The objective
or purpose of an absolute movement of the livingosclearly defined, nor is that
which the figure reterritorializes itself onto. Witboes a figure will or want when
leaving the nest or the house in order not to @orfbut to unite with the rain and
the wind? What is the figure’s motive, what motesit? It is as if the only answer is
the light, lightness, as opposed to an utilitanajective. And what is the figure
reterritorialized onto exactly? The rain, the wirdi® as such that actions or
absolute movements of the living appear to diffedagrees as troubling and
mysterious, they are to some extent inexplicablkeiy respective motive and
objective are not as clearly defined as that oftieas. The absolute movement of
the living is also to a certain degree inexplicahléerms of location and direction.
Where ishe figure who unites with the rain and the wiadgdwhere isit going?
Where werghe tens of millions of chaffinches, amthere werdhey going exactly?
Although ‘near Thourne’, did they not simultanequabpear to be somewhere else,
and did they not appear to go in a mysterious toeavhich escapes us and perhaps
even them? The absolute movement of the living sesrdy takes place in nature
but to some exterit simultaneously appears to take place somewhses en
another planeThe absolute movement of the living occurs adogrtb a logic that
does not belong to the sickness of man and hisivioed to the health of A Life,

negating or transmuting the human, re-liberatinigfa from where it is imprisoned.
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The “action never wills” (a formulation to shortéthe action never is the symptom
of a will which wills”) to negate or to destroy, lgrthe “reaction wills” to negate or
to destroy: nihilism. The action negates or destr@gtive negation or active
destruction) but in a sense wills not to do sdeast not primarily. The (active)
negation or destruction of the action is a consegaef its will to lightness, of its
affirmative will. The action negates “not nihilisélly but affirmatively”, not to kill
the living and A Life, but to transmute the livirtg, liberate A Life from the living.
Nihilism is the destruction or killing of life arms such of A Life, whereas
transmutation is a destruction which allows fordsmamgs and which consequently
liberates A Life, a destruction that is both a pFquisite of, and consequential to, the
liberation of A Life where it is imprisoned. Itis that sense that Bacon’s Figures
are not the massacre or destruction of figuresilated bodies, figurative painting),
an operation which would be nihilistic, but thedlibtion of A Life imprisoned in

figures (bodies without organs, Figural painting).

Of what will is the action or movement of the figarofWhen Faith Moves
Mountainssymptomatic of? It does not seem that the objeaiithe action is to
move the mountain, at least not primarily. It se@tgious that it is rather irrelevant
whether the mountain was actually moved or not,ittmply is a consequence
which is worth little attention in comparison tattwhich it is a consequence (or
symptom)of. The action or movement wills to flothroughthe mountain, to pass
through the territory that it is whilst being uredted by that which it ordinarily
imposes. But even more so, the action wills to flah the mountain, it wills to
make the mountain flow as it itself flows throughTihe action is the symptom of a
will that is affirmative, the action or movementiwithe light, lightness. Could it not
be said that through their movement the figuresiithemselves with the heavy
that the mountain as territory is or imposes (amitkditerally with the weight of the
sand, with the weight of the mountain they showelfrd)? No because to burden
oneself with a territory, to react to a territoig/fo bear the territory, to be submitted
to it, to follow that which it imposes. To be sultt®d to the mountain is to pass on
or around it, it is to be forced to climb it oriave to go around it. The figures of

When Faith Moves Mountaimge not submitted to the mountain since their
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movement involves the (presumed) movement of thentain itself. Both the
figures and the mountain flow together through aremoent. Could it not be said
then that their movement simply is a nihilisticaan, that it negates or destroys a
territory nihilistically, as if Bacon were to paimtassacred figures, that it annihilates
the living, killing A Life in reciprocal presuppdgn with it? For obvious reasons it
seems rather ludicrous to propose that the figameshilate the mountain,
nihilistically killing the Life that it is. But irrelation to this method of analysis of
actions, the question is worth asking since nimleand transmutation, and as such
negation and affirmation (which involves active atgn), can easily be confused
(wouldn’t this confusion concern the misappropaatof Nietzsche by the Nazis?).
Rather, the (presumed) movement of the mountaengdéstruction of what the
mountain was prior to the figures’ movement, isdb@ve negation which the
transmutation of the figures and the mountain ines] a consequence or symptom
of their will to lightness. The action wills not teact to or negate the mountain, it
wills lightness, and that the mountain is movedatris a more or less relevant
consequence of this affirmative will. It is by bgian expression or symptom of a
will to lightness that the action and as such tleekwinds it meaning, and not in the

contextualized readings by which it is transfornrgd an allegory.

The figures neither territorialize themselves oatfountain, nor nihilistically
destroy the mountain. They themselves becomeths ivind and the rain,
unrestrained, unaffected by the mountain, blowingrdat and launching it into
becoming. The figures leave a territory, their lemugerhaps; they neither
reterritorialize themselves on the mountain, nonklor go around it (reaction), and
neither do they annihilate the mountain (nihilismnjch is also reactive); they unite
with the wind, flowing through the mountain as theuntain flows through their
movement (action, active, affirmation). The figusgsultaneously liberate
themselves “from themselves”, from their essenmemftheir becoming reactive
through the transmutation, through lightness, aacdhfthe territory (the mountain)
they pass through. Equally, the figures of soladgd migrations liberate
themselves not only from the territory they defienin and the territories they pass
through, but they also simultaneously liberate thelnes “from themselves”, they

become other through their absolute deterrito@dilon: What have they become in

155



order to perceive not the terrestrial sun reigriuaegr a territory but the celestial sun

of the Cosmos?

Alys uses the term faith in titling and discussifgen Faith Moves Mountain#\s
Medina said while we were in Lima, “Faith is a medy which one resigns oneself
to the present in order to invest in the abstreminise of the future™ (Alys, 2002).
But it seems that it is exactly not faith which “vas the mountain”. What moves the
mountain is a commitment to A Life which engendermovement different in

nature to our ordinary movements: an absolute mewewrf the living which is itself
the symptom of a will to lightness. Through it, aaeot ‘resigned to the present’,
one embraces the present, certainly not to inwetbtd ‘abstract promise of the

future’, but to literally attain to a unity with Bife in the present.

Alys’ approach to the narration of absolute movetsi@nfthe living can be described
as follows. First, the selection of a territory anthode of action (or transmutation,
becoming active) in relation to this territory. 8ad, the performance of the action:
a movement which in relation to the selected tyits symptomatic of a will to
lightness, constituting an absolute movement ofithveg. Third, the narration (or
documentation, representation) of the performati@enarration of an absolute

movement of the living.

It is through an action, through a becoming actikat a figure lives A Life. The
narration of this action is the narration of a figwho lives A Life. Each of Alys’
actions needs to be analyzed through this methadali/sis which involves no
contextual reading, no allegory, no metaphor, mogha etc. Each action needs to be
related to the will to power in order to make i ymptom of a will which beyond
any motive or objective constitutes its geneticredat. The heavy or the light? In
each case, the analysis is of the forces at gi@yrdactive forces that a specific
territory is and imposes, and the forces of a mamrthat is either active or

reactive. There is three possible outcome to thédyais: first, the establishment,

protection or conservation of, or the submissigratterritory (reactions, ordinary
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relative movements); second, the nihilistic negabo destruction of the territory by
which the living and as such A Life is killed (nikm, a will to nothingness, a
hostility towards life, also a reaction); thirdettransmutation, the becoming active
which finds its ground or genesis in a will to lighss, involving aactive
destruction by which A Life is liberated from whetés imprisoned: both from the
figure who performs the movement of transmutatiod the territory in relation to
which the transmutation is operated (actions, albsghovements of the livingJ.o
live A Life is to find the ground of one’s moversentan affirmative will to

lightness.

Tornadq 2000-2010, is the video documentation of Alysespdly running towards
relatively small tornadoes which regularly formtbe highlands south of Mexico
City (Alys and Medina, 2010, 169). A figure (Alys)ns towards a tornado. The
figure sometimes “enters” a tornado with a videmeea in hand. On one occasion
the figure is knocked down by the powerful windsl déme camera falls down on the
highlands’ sand, continuing to film the violent osaof dust particles which fly
around. This appears to be an example of nihilrstigation or destruction of a
territory, the territory or organism that Alys hieffis. In this sens&ornado
narrates the repeated embodiment of a will to mgtiess which opposes itself to a
transmutation by which the figure becomes actiwt ldrerates A Life. The figure
instead nihilistically reacts to the territory thiatself is and the movement stops.
What does the figure who performs such action Wili® as if the figure wills the
light because it wants to liberate itself from tegitory (the figure itself as territory
or organism) which imprisons the Life thatgt but aims to do so paradoxically
through a nihilistic reaction towards itself. Itas if it wills chaos and not chaosmos,
A Life. This is the paradox of a nihilistic movemeymptomatic of a will to
nothingness, the figure who performs it does naottwa be submitted to the
becoming reactive that the territory is and impobes it does not know how to act,
how to live Life, it only reacts to the living ama doing so Kills the living and as
such A Life.
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To live A Life, to be active, is hard, like to attdo a vision of A Life in the living is
hard. To live A Life is effectively against our esge, our continuously renewed
becoming reactive. If the figures of solar-guideidnations are active during their
migration and as such operate a deterritorialipatiat is absolute, as soon as they
rest, they reterritorialize themselves on a tenyitto protect and to conserve
themselves. They have at that moment become reaagiain, they survive as
opposed to live A Life. They see no more the caestn of the Cosmos, they see
the terrestrial sun reigning over the territorptloecupy. Becoming reactive, our
essence, always inevitably “catches up” with usa¥éid the figures o¥vhen Faith
Moves Mountainglo when they found themselves on the other sidireomountain
they had moved? They probably needed to perforimaunitin functions such as
going back home to feed themselves and to prdteauselves from the sun, the
heath and even the wind with which they previoinsyg established a unity. They
probably had to climb back the mountain or walkuauait, submitting to that which
the mountain imposed on them (the heavy), aftemigalown with it through their
movement (the light). An absolute movement of thied) requires effort and
constancy. For a health to flow through the sickrtbat man and his world are, for a
river of active forces to flow on an earth of reaetforces, for an absolute
movement of the living to flow through the livinigr a transmutation, effort and

constancy is required.

There is an illusion of commitment to A Life or @lmsion of absolute movemeift
there is a semblance of absolute movement with@iguee’s movement which
embodies an effort and constaricyhature There is no efforin naturein a

projection onto any of the three types of univeraascendent to nature (paradigm
imaginary-transcendehtThere is no effort and constanaynaturefor example in
Alice falling down the rabbit hole since she attaia a world which lacks a
relationship of reciprocal presuppositiaith nature(the same can be said of “to
attain to Paradise”, or to project onto Charlesi&igeThe Island. Neither is there

an effort and a constancy when the figure plungesids chaos, there is no effort in
death or nihilism (paradigrchaotic-noisg The effort and constancy in nature might

be that which leads to death, when the effort iatalercomes the figure, when the
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effort to attain to the vision of the celestial safrthe Cosmos or to move a mountain
is hypothetically fatal, but death is the momenewlthe absolute movement ceases
and the commitment to A Life fails. And finally,gte is no effort when the figure
bears with, submits to, the becoming reactive iaatre is (paradigrnuman-

actual). The submission or reaction might be thoughtraf felt as an effort, but it is
what could be termed a reactive effort as opposeuh tactive effort, it is to suffer

the becoming reactive which defines us and theduaylessence.

Correlating to the illusions of absolute movemaenmttaeillusions of action
Corresponding to the paradigmaginary-transcendens the figure who is under
the illusion that to act is to “project itself’, tmagine or fantasize a universe to
project itself onto. To the paradigrhaotic-noisecorrelates the figure who is under
the illusion that to act is to annihilate, to plertgwards death. To the paradigm
human-actuatorresponds the figure who is under the illusiuat to act is to react,
that to act is to perform in accordance to ancuak ear with the territories that
man and his world are. This figure is under thesithn of becoming active when it is
in fact submitting to the becoming reactive of naawd his world: to climb the
mountain, to pass around it, to suffer the mountdaiming victory and action
whilst in fact performing a reaction. This figusein Nietzsche’'@arathoustrathe
donkey (or the camel), with its ‘false Yes’, the-&, Y-A’, expression of bearing the
weight of existing values, as opposed to the aHtme and true Yes of the Overman
which expresses the lightness of the action (DeleR@05c, 43), the lightness of
living of A Life.

The effort and constancy of the movement do notl he@ccur on a grandiose scale.
Absolute movements of the living are not definedalguantity of movement but by
a quality of movement: the active. Of what wilkle action a symptom of, the
affirmative will of the light or the negative widlf the heavy? This has nothing to do
with the quantity of movement which itself can me€asured” in terms of the
relative component of movement. An absolute movemethe living is not defined
by a grandiose relative component of movement. dstroases, Alys’ actions are

neither as grandiose as DG’s troubling and moiless mysterious cases, nor as
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grandiose a¥Vhen Faith Moves Mountain8 transmutation of reactive forces does
not need to be on a grandiose scale. Alys’ acttondd be categorized according to
a “scale of grandiosity”. The action, the figura& or activity through which it lives
A Life, can be like a “short”, “slow” and “modesgblar-guided migration which
nevertheless follows absolute variables, an aattvity modest in terms of its
relative component of movement but where the détealization nevertheless is
absolute. There can be modest movements whiclyamgtematic of a will to

lightness, i.e. there can be modest absolute mavisnoé the living.

Children’s Games2008-present, is an ongoing collection of videouimentations

of children games; for example a fully dressed stands in a lake or sea and
throws a pebble attempting to make it bounce orstiface of the water (Alys and
Medina, 2010, 164Doppelganger1999-present: ‘When arriving in ... (new city),
wander, looking for someone who could be you. éf tieeting happens, walk beside

your doppelgnger until your pace adjust to his/hers’ (Alys anedina, 2010, 105).

What does a man or woman who plays a children gaitheof what will is his or

her action symptomatic of? Like the action of tigeifes ofWhen Faith Moves
Mountainsexpresses not a will to move the mountain, th@astdocumented in
Children’s Gamegxpress not a will to play children’s games, tbiecd playing
remains the symptom of a “deeper” will which isgenetic element. An adult who
plays a children game wills lightness, he wantifaw through the socio-biological
territory “adult” which he has to bear with and waihihe is submitted to. He wills the
light through a becoming other, and in this instahe “symptomatically” becomes
child. It seems obvious that the action of Aly®ioppelgangeis not simply the
fulfillment of the objective to follow someone witould be him since, in a sense,
this action appears as incredibly specific andgtter futile. What the figure (in
occurrence Alys) wants or wills is to flow throutte territory he occupies as an
individual in a social landscape. Alys wants tomlthrough the physico-social
boundaries that are involved in one’s interactiithin a social space. He quite
literally wants to become other, to become somedmn®looks like him, as if
wanting to disappear through adopting the rhythra stranger which for him can be
thought to embody “the social”’. Alys wants to digagr in or as, and as such
become, “the social”. This action is symptomati@afill to lightness, not the

establishment, protection or reinforcement of teral boundaries but their
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disappearance, not to submit to physico-social Bates but to actively destroy

them and flow through them liberating the Life theprison.

Every movement or action symptomatic of a willightness, in its corroboration to
a becoming other (becoming wind, becoming chil¢obeing “the social”, etc.),
involves a will to disappear (the figure disappesanse it becomes other), and
ultimately a will to disappear “completely”: to bmoe imperceptible. To become
imperceptible does not occur through nihilism, tlgle a will to nothingness,

through organic death, it takes place through bé&og Life, through anorganic
Life. ‘The imperceptible is the immanent end of tming, its cosmic formula.’
(Deleuze and Guattari, 1980, 342) To become impditide means ‘étre comme tout
le monde’ (Deleuze and Guattari, 1980, 342), wisignifies both “to be like
everyone else” and “to be like the whole world”. GEcome imperceptible can mean
both to become “the social”, to be like everyorseeto disappear in the socthe
social, and to become the whole world, to disappetre worldasthe world, for
example to become and as such disappear st wind, flowing with a
mountain in one’s movement. The will to lightne#smately leads the immanent
end of becoming, the imperceptible, one is lightestn one has disappeared in and

asthe whole world, when one has become A Life.

Can the actions or movements documentddappelgangeandChildren’s Games
be said to be absolute movements of the living,asuch movements of
reterritorialization on the absolute, movementsetérritorialization on another
absolute plane in reciprocal presupposition witturea(or absolute
deterritorialization)? A transmutation, from reaetforces to their becoming active,
by definition involves a reterritorialization onetlabsolute since the active is
precisely the absolute or A Life. To become acisvi® attain to the absolute or A
Life. Analyzed as active, the actions documentedappelgangeandChildren’s
Gamesas such involve, by definition, reterritorializats on the absolute. Could it
not be argued however that these actions or movisnaea reterritorializations on
“the social” or “childhood” which are not absoluti?other words, could it not be

argued that the reterritorializations are not ootlher absolute plane but on “the
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social” or “childhood” which remain relative? Oneutd equally argue against DG
that the movement of the figures of solar-guidedrations is not one of absolute
deterritorialization but simply of relative reteaiializations on the territories they
pass through and on the territory which will consgé their final destination. The
method of analysis needs exactly not to focus erd#stination of movement (“the
social”, “childhood”, the final destination of timeigrating figures) but on the quality
of movement: active or reactive. The destinationams an end, it remains the
symptom of a will that is either a will of the ligbr of the heavy. The actions
documented iDoppelgangeandChildren’s Gamesre movements of
reterritorialization on the absolute because thieyaative. Through them one
becomes other, but the absolute is not attainéakiother (in the destination), it is
attained in becoming itself: the “adult” attainghe absolute not by attaining to
“childhood” per se (the destination), but in thewament between “adulthood” and
“childhood”, i.e. in becoming itself. The methodanfalysis of actions or movements
never involves the destination of the action orrtf@yement, but always and only its
quality.

Absolute movements of the living appear as trogpénd more or less mysterious to
different degrees. Tens of millions of chaffinclassembling together or five
hundred people moving a mountain are cases mortenoess than an adult playing
a children’s game or someone following a stranhat iboks like him or her.
Correlatively, the narrations of absolute movemeintse living come to be
experienced as tale to different degrees. Theyoadédferent degrees experienced as
the troubling, mysterious and rare cases of ah@althe sickness that man and his
world are. As previously discussed, absolute movesnef the living are defined by
a quality of movement, the active, and not by anjtiaof movement, by the
grandiosity of their reciprocally presupposing tea component of movement. But
the difference in degrees according to which thairations are experienced as
mysterious and consequently as tale, depend ugomairantity of movement. In
other words, the more grandiose the relative corapbaf an active movement (of
an absolute movement of the living), the more & ation will appear as a tale, as
troubling, mysterious and rare. A thousand chaffescmight assemble through a
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movement that is active, but an assembly of temsiltibns of them, a high quantity
of movement of the same quality, appears mysterodsas a tale to a higher
degree.

To act, to live A Life, is to resist. Actions aretsof resistance, they resist the
becoming reactive which forms our essence, thagtréee living in order to liberate
A Life, to allow A Life to flow through the enslawj territories inside which we live
(including our organisms). For absolute movemehte@living to be modest, and
as such for their narrations to be experiencedlada a low degree is not a negative
aspect. On the contrary, by being modest theyigebitacknowledge that acts of
resistance don’t need to be grandiose and speatathét figures of resistance don't

need to be heroic, and that absolute movementsediing don’t need to be epic.

When Faith Moves Mountains, Children’s GamaegDoppelgdngeembody the
paradigm of commitment to A Life live A Life As for works which embody the
first three paradigms, works which embody this gaya are said to correspond to
and to involve in their aesthetic experiences aenwent from nature to a possible
universe. In relation to this paradigm, the possibliverse is narrated: for example
“the universe” where five hundred people moved aimtain, “the universe” where
tens of millions of chaffinches assembled near TheLthe universe” where an
adult plays children games, etc. This narratedamse effectively is our nature, but
our nature where the troubling, mysterious and case of an absolute movement of
the living has taken place, it is “the universe'tloé tale (of what comes to be
experienced to a certain degree as tale). Thelpgessiiverse attained through the
aesthetic experience (the narrated universe) isaure, which through one or
many figures’ performance of an act or activisftransversed by an absolute
movement of the livingAssociated to the paradigimlive A Lifeis the type of
possible universe termethture transversed by an absolute movement ofuimg,l a
new type which adds itself to the types termedibajision, nature hallucinated and
new nature. In an artwork which embodies the pgrado live A Life narrated is
simultaneously an absolute movement of the livind a possible universe (our
nature transversed by it).

163



In terms of the aesthetic experience of a work tieimbodies the paradigim live A
Life, the viewer does not go through the absolute mewtf the living that the
figure, subject of the narration, goes through. fitnere through its act or activity
goes through an absolute deterritorialization. Viegver on the other hand is
effectively as if told a story (or narration), si@es through a relative de- and re-
territorialization from nature to the narrationraturetransversed by an absolute
movement of the living. This aesthetic experierscsimilar to the relative de- and
re- territorialization given by a work which embeslithe renewing quality of
movement, a work which gives to experience a newraaThe narration of nature
transversed by an absolute movement is effectiyexperience of a new
possibility for nature, of nature metamorphosedatiire transversed by a health, by
a breath of air. The narration is experienced egptssibility to act and as such to

resist:our nature as world where it is possible to livéife.

The departure from DG’s conceptualization of artolhthis paradigm involves is
pronounced. As previously discussed, this deparsuegplicit in the difference
between the absolute movements which for exampgjer&l painting expresses and
the absolute movements of the living conceptualingtiis text. The expression of A
Life in the living never involves narration, itm®t our nature as world where it is
possible to live A Life, it is an expression of Ad.in reciprocal presupposition with
nature, a vision which has nothing to narrate,tooygo tell, it is and gives A Life.
Nor does the expression of A Life involve the exgece of a new possibility for
nature, i.e. the narration of nature transversed bgeath of air, it is and gives a
breath of air, it works directly on the nerves, aad through what is experienced as
a tale. Whereas Bacon’s Figures result from actesi§tance, Alys narrates the
stories of figures who perform acts of resistance.
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Doig approaches the narration of absolute movenwdritee living differently to

Alys and Huyghe. He neither fictionalizes absolu@/ement (Huyghe), nor does he
narrate absolute movements of which the relativepmnents express an absolute,
i.e. absolute movements of the living (Alys). Daigipproach is toarrate to
figuratively paint®, a relative component of movemestan act or activity in nature
through which A Life is lived. Doig’s paintings atlee narrations or figurations of
figures which perform ordinary acts or activitiesnature, they might play ping pong
or cricket, canoe, climb a tree, swim, walk, pagtt,., or even be immobifé These
movements are different to Alys’ actions in thatithrelative components do not
express an absolute, they are not absolute moverottite living. But Doig’s
approach is to “tell us”, to narrate to us, to fafively depict, that through such
movements A Life can be lived, that they can bentio@ements through which A
Life is lived. Doig’s work, for exampl&ntitled (Ping Pong)narrates to us that
although the relative component of movement “plgysimg pong” does not refer to
a movement of absolute deterritorialization like dgample “tens of millions of
chaffinches assembling together” does, playing pimigg can be an activity through
which the figure goes through an absolute deteiination.Untitled (Ping Pong)
tells us that A Life can be lived through playinggpong. Doig’s work tells us that
playing ping pong or cricket, canoeing, climbinggee, swimming, etc., can be
activities through which absolute movement is pnfed, through which another
absolute plane in reciprocal presupposition wittureacan be attained, through
which absolute variables can be followed, throudjiictv a unity with the Outside

can be established. Doig for example portrays tihatthe ping pong player can

8 Doig paints figuratively, and as such his worknisinsically illustrative and narrative. Deleuze
links ‘the figurative’ with narration and illustiah (Deleuze, 2002, 12). Doig paints the living,
figures (figurative painting), he does not like Ba@aint A Life in the living, Figures (Figural
painting).

8 For exampletntitled (Ping Pong)2006-2008Paragon 2006,100 Years Aga2000,Girl in White
With Trees2001-2002,).M. at Paragon2003-2004Red Boat (Imaginary Boys2004,Pelican
(Stag) 2004,Figure in Mountain Landscapd997-1998.
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find himself not under the terrestrial sun whictemsees his play but as having
established new relationships with the sun, thg pong ball, the table, the bat, the
wall next to him and the surrounding environmentahych the localization of his
movement within such a scene has become cosmastiad) absolute. The figure
plays ping pong in the transcendental field: natature per se, although necessarily
in nature, but in the transcendental field, theegalane of immanence or the
Outside. Doig paints the scene of a figure playimg pong as if this movement
simultaneously takes place in nature and in thestrandental field (how Doig
achieves this through the use of painting is dised$elow in relation to both
Untitled (Ping PonglandParagor). This does not mean however that Doig’s work is
Figural, that his paintings express A Life in therg. Doig’s work is closer to the
ontology of the photograph developed in this thantto Figural painting. Since he
paints figuratively, Doig paints the living and mdtife in the living (Figural
painting). But he paints the living as point ofwien and from A Life and that has
consequences for that which he narrates.

Doig’s work is an engagement through painting whik second paradigm of
commitment to A Lifethe living as point of view on and from A Likis work, like
the extra-ordinary photograph, although obvioushptigh different aesthetic means,
gives an experience of the living as dispersiothefOutside. Doig figuratively
paints the living in such a way that whilst the €)dé is nowhere to be seen in the
painting, the living or nature (for example a ppang player) appears suspended in
the Outside, it appears as dispersion of the Qaitsidd as such it appears
simultaneously as point of viean the Outside (as if in nature facing the Outside as
it disperses itseliowardsour eyes) and point of viefkom the Outside (as if in the
Outside whilst it disperses itseélfroughour eyes) The figurative painting narrates
playing ping pong as activity through which theufig performs an absolute
movement of the living, establishes a unity with.ife, as an activity through which

the figure lives A Life.

Doig does not express A Life in a sensation, hes s express the constitutive

difference of levels that the sensation is (visi@md yet his work necessarily gives
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to experience something different to the photognaptth itself shares its genesis
with that which is in its point of view. Doig’s wkiis neither genesis as the
composition of chaos expressing A Life in a sewnsatFigural painting which
involves co-creation with A Life and a sensatioryt the capture or cut across the
genesis of nature (extra-ordinary photograph wimgblves neither co-creation nor
sensation, like science). Doig’'s work is genesidiggersion of the Outside, it
involves co-creation but no sensation. As previpdsdcussed, the second paradigm
the living as point of view on and from A Lyfaich Doig engages with through
painting corresponds to a concern with what has berened the reciprocal
presupposition, tension or relation of territotialbetween the living and the
Outside. This relation of territoriality is exactiyhat Doig paints: the figure plays
ping pong in the Outside, not per se in natur@palgh necessarily in nature; Doig
paints the ping pong player as tension betweerre@aind the Outside. But for Doig
this is not an end in itself, it serves to nariaatg act or activity as a movement
through which a unity with the Outside is estalddhas a movement through which
A Life is lived. Doig’s engagement with the secqratadigm is a means by which to

embody the fourth paradigto live A Life

Results from the engagement of Doig’s work with plaeadignthe living as point of
view on and from A Liféhat there is in several of his paintifijan aesthetic similar
to the one which describes the extra-ordinary piragoh. Generally referenced are
works by Doig that are post-1999 and which depguires and not only landscapes.
Prior to 1999, it seems that a constant in his weaaik to paint a chaos of figurative
elements (like snow or branches) or a unity of taneé hue, beyond or through
which a landscape can be perceived (a house, adate®wboarder on a ski slope,
etc.). Doig refers to this as: ‘paintings with algeration of matter on the surface of
the canvas. | had wanted to get away from thatogeni always ‘looking through’,
whether it be trees, branches or snow — in to #ietipg’ (Doig, 2007, 135). Beyond

this ‘device’ or “aesthetic”, there seems to beradency in works post-1999 where

8 For exampleuntitled (Ping Pong)2006-2008Paragon 2006,Stag 2002-2005Red Boat
(Imaginary Boys)2004,Gasthof Zur Muldentalspery@000-2002Grande Riviere2001-2002, etc.
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natureitself comes to appear as accident: not the accidentgbasition of trees,
branches or snow nature, not an accidemt nature, but naturas accident, the
accidentof nature. This aesthetic can be defined as an diestth@ature as

accident, heterogeneous parts, interstices andi@aits

Untitled (Ping Pong)The painting is like a collage or capture of dgdefined
heterogeneous forms or parts: some parts are ar(faei player, the forest), others
are geometric (the wall, the table), some partsrayeochromatic and monotonic
shores (some parts of the wall, the table) whillsérs are of broken tones and
painted with looser brush strokes (other parthiefvall, the grass, the forest).
Untitled (Ping Pongpppears as collaged or captured “part by parttgpe skyand

of treesand of wall and of grassand ... etc.). There is a sense of perspective but it is
as if it is established by the juxtaposition ofdregeneous flat planes along the
depth of field, denying a smooth continuity of spatong this depth (the flat planes
of the forest and sky, of the wall, of the tablel @f the grass). These heterogeneous
parts, and it is as such that they are qualdieddeterogeneous, do not primarily
relate to each other through an associative uAityassociative unity constructs and
“unites” space as a smooth continuity of spacegtbe depth of field and across the
viewpoint, as it is ordinarily perceived throughian perception. The unity of the
heterogeneous partsluntitled (Ping Pong)s on the contrary primarily dispersive:
they primarily find their unity in relation to anu@ide of which they are the
dispersion, denying to a certain degree the pdggibf a smooth continuity of

space. The associative unity of the view in theirag is doubled by the dispersive
unity of its parts, the smooth continuity of spacéssured by interstices between its

parts.

By engaging with the paradigthe living as point of view on and from A Liifes
Struth, but through the medium of painting, Doig le&idently more freedom than
Struth in articulating the dispersive unity of @wi Colours are neither restricted to
ordinary perceptions (Struth), nor do the purermdérelations of colour (hot-cold,
expansion-contraction) serve to establish diffea¢nélations to construct a Figure
(Bacon). Colour is dispersed into each depictetgrambject like the colours of a

rainbow are dispersed from white light (the wall@asthof Zur Muldentalsperrer

168



the trees irRed Boat (Imaginary Boy&)r example). The attribution (or dispersion)
of colour to each part is more or less random ordanital. InUntitled (Ping Pong)
there are two directions in which the view is spltb heterogeneous parts: across
the view point and along the depth of field. Thare the heterogeneous flat planes
of which the juxtaposition forms the depth of fiekshd in turn each of these planes
Is split across the view point: the furthest plafeng the depth of field is split as
different parts of sky and trees, and the plan&josed next to it is split into parts
of wall. Each of these parts are attributed a aofoare or less at random, denying
the smooth continuity of space of the sky for exempach flat plane along the
depth of field is as if a two dimensional mesh suldéd into parts, each part
capturing a more or less random dispersion of thisi@e. Between these flat planes
or meshes, and in-between their respective padgha interstices which lead to and
relate each part to the Outside nowhere to beisethie painting. The painting does
not give a vision of the Outside, it gives a vieltlee living as dispersion of the
Outside. Through the haptic vision (Figural paigjirone sees not the universe in
colours but the univergbrough colour A Life expressed through the modulation of
the pure internal relations of colour. In Doig’snkpoone does not see the universe
through colour one sees the universe in colours (the living)tbatcolours, as more
or less random distribution, deny a smooth contynoii space and as such appear to

result from a dispersion of the Outside.

In Paragon the orange field is different to the monochromatd monotonic
orange field often seen in Bacon, which expredse#ifinite movements and speeds
of chaos as if “prior”, or “after”, being given awmpnsistency. This “level 0” of the
constitutive difference of levels that the sensaif) is the “initial” level with which
to begin to establish differential relations, todutate colour. In Doig the bright and
intense orange field is the figuration of what egrgdo be a beacRaragondenies a
smooth continuity of space doubling the associativigy of the point of view with a
dispersive unity through the use of large flat p&rthe boldly contoured parts of the
vegetation on the left and top, of the sky on tdperight corner and of the sea on the
right. The beach, like the other parts, appeaesdertain degree heterogeneous to all
the others; all parts find their unity in a dispegsunity which relates them to an
Outside absent in the painting. But there alsmiaspect according to which this
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figuratively depicted beach relates to the monogtatic orange field in Bacon. The
bright orange colour of the beach has an intengitich highly contrasts with the
less vivid colours of the vegetation, sea, sky fagures; and the beach itself seems
defined by the contours of that which surroundatiier than possessing its “own”
contour, as if the orange field simultaneously iach and a background to the less
brightly colored parts that appear to be laid danrtop of it. The orange colour
expresses an intensity beyond the toned down andatiatic colours of the
vegetation, sea, sky and figures. It serves figuebtin that it gives a colour to the
beach, but it also appears as an intense backgtigimdit is as iffrom this vivid

and bright light that the other parts are disperasdf the living is a “toning down”

of this intense light. There is not however a matiah of colour which establishes a
continuous variation between this orange light gnedother parts, the painting is not
a set of differential relations expressing the lafehe scene, the Life of the figures,
of the vegetation, of the sea, etc. The figuresataappear to simultaneously emerge
from and dissolve into the orange light as Bacéingires often do. The difference
between the vivid light of the beach/background @redother toned down and
naturalistically colored parts nevertheless setevespress a difference that is not a
difference in actual or optical space. This differe is expressed in a difference of
intensity of colour, and as such through a “kintlmabdulation of colour, but not the
modulation proper to Figural painting through whahontinuous variation of
differential relations is established and corrgklii a haptic space “opened”. The
beach/background is not only a figurative depictod a background to the figures’
play in three-dimensional optical space, in relato the other parts of the painting it

simultaneously captures and expresses a diffezgat bf sensation.

Bacon expresses A Life in a sensation, the bodit®ut organs that he paints
account for the vertical line of genesis “in itdiegty”, i.e. from the infinite speeds
of chaos all the way up or down to its actualizatjoence the produced or
consequential resemblance of organs). In other svBetton expresses “all the
levels” of the difference of levels that the semats, and it is as such that his work
expresses an indiscernibility between the livind ArLife. On the other hand, as
previously discussed, the photograph flattens $emsan a single level, a level
beyond the threshold of human perception, a levéthvcorresponds to the plane of
reference that the photographic apparatus is,& p@rceived by a scientific or
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slicing eye. The photograph necessarily flattemsatonon a single levebecause
the photographic apparatus, as plane of referésees” and cuts across the Outside
with a single plane that is uniform across its acef One could think of the plane of
reference that the photographic apparatus iswas-@imensional, flat and uniform
plane cutting across the Outsiole a single flat and uniform leverhis effectively
means that a photograph cannot give to experiemece than one level of sensation.
In composing an indiscernibility between the liviagd the Outsiddetween the
sensed (the living) and the sensing (A Life), Basaovork can be said to express “all

the levels” and “the contiguity between the leveldiich constitute the sensation.

Paragonis different to both Bacon’s work and to photodrapin Paragon the parts
of the vegetation, sea, sky and figures are theflang of sensation on a certain
level (or on different levels close to one anotlam) the part of the
beach/background is the flattening of sensation mwer (or higher) level closer to
the infinite movements and speeds of chaos. Adquisly discussed, the use of
colour in Doig serves to deny a smooth continuftggace and express the
dispersive unity of a view like the extra-ordingtyotograph does. Only as opposed
to the photograph, iRaragon the dispersed parts are captured on differeridev
“of dispersion”, in other words ftattens sensation on different level® think of
Paragon“photographically”, its corresponding plane ofaefnce by which it cuts
across the Outside is neither flat nor uniform likat of the photographic apparatus,
its plane has different depths by which it captuhesOutside or A Life on different
levels “of dispersion” or “of genesis”, at diffeteeights” along the vertical line of
genesis that it is. The part of the beach captinegenesis at a low level on its
vertical line whereas the other parts capturelitigtier levels, i.e. closer to that
which is perceived through ordinary human percepfieence for example the
figures are fully formed and easily recognizabRgragoncaptures or cuts across

different depths along the vertical line of genesis

To return to Deleuze’s discussion of Lewis Carnaith regards to the reciprocal
presupposition or relation of immanence betweeatara and an Outsid8ylvie and
Brunooperates a progress frorhrough the Looking Glasshich itself is a progress
from Alice's Adventures in Wonderland Sylvie and Brunshe reciprocal
presupposition between a nature and an Outsidghis\aed in that a relation of

immanence between the two is establisi®dvie and Brunds not the two stories of
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two worlds, nature (Victorian era) and an Outsidairyland), it is the single story of
an imbrication between the two, of their becomimdjscernible. To compare
painting and literature on ontological terrfartrait of Isabel Rawsthorn
comparison tdParagonis (ontologically) closer t&ylvie and Brunin that Bacon
establishes an indiscernibility between the livamgl the Outsidé?aragonin a sense
Is closer t@Alice's Adventures in Wonderlamchich does not fully realize an
indiscernibility between nature (the nature Alisen before falling down the rabbit
hole) and the Outside (what Deleuze calls the wokldepths), in that the book, or
Alice, “only” establishes surfaces in-between the {as opposed to an
indiscernibility). Alice, after falling down the Iodit hole, ‘progressively conquers
surfaces. She climbs or climbs back to the surfdbe.creates surfaces. Movements
of sinking and burying give way to light lateral wemnents of sliding’ (Deleuze,
1993, 34). From the world of depths or the Outslie climbs back to the surface
or the living, through the creation of “intermediasurfaces. The large and
heterogeneous flat planesRaragonare surfaces on the Outside, on the world of
depths. From the intense and bright orange ligetficaptured as a surface (the
beach), Doig creates other surfaces by which mlchack to the living from the
depths of the Outside (the surfaces/flat plandb@¥egetation, of the sea, of the
sky). In another establishment of a relation betwszence and photography,
Deleuze refers to Carroll as a mathematician draqgrapher in relation to his
approach to literature withAlice's Adventures in Wonderlantlathematics is good
because it establishes surfaces, and pacify a wdrtde mixtures in depths would
be terrible: Carroll the mathematician or Carrb# photographer’ (Deleuze, 1993,
34). Doig, like Carroll, establishes or traces acek on the Outside. As opposed to
the photographRaragonhas, likeAlice's Adventures in Wonderlanaany different
surfaces on different levels by which to climb b&kature from the world of
depths. These planes or surfaces on the Outsidifeaent levels of sensation,
different depths along the vertical line of geng'tiat the world of depths still
rumbles under the surface’ (Deleuze, 1993, 34-85udaces. The Outside still
remains or rumbles under the surfaces creatdeabggonandAlice's Adventures in
Wonderlandan indiscernibility between nature and the Owat$sdas such not

established.
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In opposition to both Bacon and the photogrdpbig flattens sensation on different
non contiguousevels Paragonis the flattening of sensation on the lower |lahalt
the surface of beach is and on the higher levéi@d)the surfaces of the vegetation,
sea, sky and figures are. CRaragonbe said to express the constitutive difference
of levels that the sensation is, to express A infa sensation? No, Doig “misses”
the sensation since A Life ‘still rumbles under sheface[s] he establishes. In
Paragon the Outside or world of depths still remains unitkedispersed parts even
if these parts cut across it on different levBlaragondoes not account for “the
whole” of the vertical line genesis like Bacon'dis without organs d&aragon
only expresses cuts across it on different nonigoats levels, a style of painting
which remains figurativeR?aragoncan in one sense be thoughtefphotographic
but as a strange kind of photography which flatsgrssation not on a single, flat and
uniform level but on multiple non contiguous levels, Paragoncan inversely be
thought ofas Figural but a strange kind of Figural painting which daes express
sensation but flattens it on different levels uedbl (and not wanting to) express an
indiscernibility between the living and the Outsidais “ambiguity” between the
photographic and the Figural is the strength ofg¥owork, and it is the property by
which Doig is said to paint hallucinations.

Doig’'s work is experienced as being of nature, sintlltaneously as the view (his
work remains figurative) of a landscape suspendeta Outside. Doig paints a
view by decomposing it in surfaces each of whicpregses a different level along
its vertical line of genesis. As such, the vielelthe extra-ordinary photograph,
although on more than one level, expresses theawelaf territoriality or tension
between the living and the Outside, hence natupeas as suspended in the
Outside. Through such view, nature is experiensgooant of viewon andfrom the
Outside: it is as if the viewer cannot know if shiéstanding” in nature experiencing
different levels of nature’s genesis or if shesghding” in the Outside experiencing
different levels of its dispersion. She ultimateiperiences both “positions” or
points of view simultaneously, experiencing thediameity of or reciprocal

presupposition between the living and the Outsideereas the extra-ordinary
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photograph gives an aesthetic experience of natlhecinated, Doig can be said to
figuratively paint hallucinations of nature. To panature as a hallucination is for
Doig perhaps an end in itself in his landscapetpeaya which contain no figures.
But when he paints figures performing specific actactivities, Doig narrates to us
that the figures, through ordinary movements swcplaying ping pong or cricket,
have attained to a unity with the Outside, thay e, whilst necessarily in nature,
suspended in the Outside. Through a figurationatdinre which involves
hallucination as its mode of aesthetic experieDogg tells us that these figures live
A Life. His work gives us neither the haptic eye=ajural painting, nor the scientific
or slicing eye of the extra-ordinary photograplgiltes us a kind dfallucinatory
cubist eyavhich breaks up a view not into multiple facetsorfaces corresponding
to many perspectives on objects in the view, biat multiple surfaces expressing
different levels along the view’s vertical line génesis. Not a cubism which remains
optical, giving to see nature simultaneously fraffedent perspectives like a myriad
of optical views, but a cubism which gives to sature as different levels of
dispersion or genesis of the Outside like a myoflallucinated views in a single
viewpoint. Through the hallucinatory cubist eye @atside is nowhere to be seen,
and yet nature is experienced as suspemdéee Outside and as different levels of
genesis of the Outside. It is through the hallucinacubist eye that the ping pong
player or the cricket players appear to be playingpe transcendental field, not per

se in nature, although necessarily in nature.

Although Doig’s figurations of nature do not invelthe radical invention of the
Figure from chaos (Bacon), his procedure requisasiach invention or “style”. For
exampleStag 2002-2005Red Boat (Imaginary Boys3004,Gasthof Zur
Muldentalsperre2000-2002, o6Grande Riviere2001-2002, can also be analyzed as
an associative unity doubled by a dispersive utitgach case the “style” of each
painting needs to be understood not as modulafidifferential relations of colour
and the emergence of asignifying marks througtdtagram, but as the invention of
an articulation between an associative unity adsjpersive unity of parts that are
heterogeneous as the flattening of sensation éerelft non contiguous levels. Each
painting is the re-invention or re-instantiationtloé aesthetic of nature as accident,
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heterogeneous parts, interstices and Outside,gEacting is a new manner by which

to paint a hallucination.

As embodying the paradigm of commitment to A Lliiddive A Life Doig’s work
narrates a possible universe, the work is the &gom of our nature transversed by
an absolute movement of the livingntitled (Ping PongandParagonare nature
transversed by an absolute movement of the livintpat the activity of playing ping
pong or cricket is narrated as that through whiz$otute movement is performed, as
that through which a unity with the Outside is bitied. Doig’s work depicts our
nature as world where it is possible to live A Liéad as such resist, even through
ordinary acts or activities such as canoeing, dlmgla tree, swimming, walking, etc.
The departure from DG’s conceptualization of arhia sense the same as for Alys.
Similarly to Alys’ work, it is as if the viewer i®ld a story, the story of the
possibility to live A Life. But Doig’s stories, agpposed to Alys’ work, are not of
relative components of movement which to some éxppear as troubling,
mysterious and rare (for example “five hundred peopoved a mountain”): there is
nothing mysterious about the relative componentas@fement narrated by Doig
(“playing ping pong”, “canoeing”, etc.). What i®tbling and mysterious in Doig’s
stories is that the figures have attained to ayumith the Outside through the
performance of such ordinary movements. It is &h $sliat Doig’s work is
experienced as tales of resistance: tales of natmsversed by a health, transversed
by a breath of air which the figures have attaittethrough their specific and
ordinary acts or activities. To resist and to liv&ife by playing ping pong appears
as a tale. Doig’s work tightly relates to Alys’beeath of air through moving a
mountain, playing children games, playing crickainoeing, etc. The departure of
Doig’s work from DG’s conceptualization of art is& sense not as pronounced as
that of Alys’ work because although their work @wils the same paradigm of
commitment to A Life, Doig’s work has as its modeaesthetic experience
hallucination, which itself involves the establistim of a unity with the Outside.
The figures’ movements are in Doig’s work exper@hthrough the hallucinatory

cubist eye, and as sufilom and througtihe Outside.

175



Sometimes Doig’s figures look back at us a&asthof Zur Muldentalsperrar 100
Years Ago (Carrerg)2001. It is as if these figures invite us andt@i us in the
possible universe that they stand in. This is wdtety what Alys’ and Doig’s work
do, their figures invite us and wait for us in @@ry own nature, but as if in a new
nature where it is possible to live A Life. Theygius hope, the hope to resist, to

act, the hope for a breath of air, the hope forif& In our own nature.

Art following DG’s conception can be said to hakie following definition: art is the
expression of A Life in the living. A work which dradies either one of the four
paradigms of commitment to A Life both is and gitle®ugh its aesthetic
experience a movement from nature to a possiblews®. From the expanded
conceptualization of art stems a new definitiommfart is a commitment to A Life

and as such it is the movement from nature to gipesuniverse

This definition encompasses the four paradigmsafraitment to A LifeA Life in
the living the living as point of view on and from A Lifew living emerging from A
Life andto live A Life Art commits to A Life by opening our world ontiself and as
such onto the absolute that A Life is, giving cstesncy to possible universes that
themselves are and as such express A Life, thegertetic condition of the living or
the lived, our world absolutely decentred from hamart commits to A Life or the
Outside by giving us views through which our wadaxperienced as point of view
onthe Outside and point of viefrom and throughhe Outside, views through which
our world is experienced as the hallucination o&e&n world, as the possible
universe that its. Art commits to A Life by giving us views of ourond inside

which new forms have emerged, our world simultasgotorn open onto the
Outside and re-patched by its dispersion, possihierses as new possibilities for
our world. Art commits to A Life by giving us natians of our world transversed by

a breath of air from the Outside, narrations ofrtdre cases when one or many
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figures perform an absolute movement, the narraif@ossible universes where it is

possible, in our world, to live A Life.

The expanded conceptualization of art correlatieehpodies a commitment to A
Life or the Outside and as such to immanence, araramitment to the possible, an
important aesthetic category for DG’s conceptuélreof art: the possible against
man and his world, against the living or the livedwe shall suffocate. Each
paradigm of commitment to A Life corresponds to@ement which leads to a
possible universe which is of a specific type (l@apision, nature hallucinated, new
nature or nature transversed by an absolute moueshéme living) and which

remediates the suffocation that man and his waddraits own way.
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The following table charts the properties for eatthe four paradigms of

commitment to A Life.

art is a commitment to A Life and as such it isti@vement from nature to a possible universe

Definition of the expanded conceptualization of art

paradigm of type of possible | mode of aesthetiq corresponding description of movement, or de-
commitment to universe — experience quality of experience and re-
A Life movement from movement territorialization
nature to ...
A Life in the haptic vision vision haptic vision of nature absolute
living from a view of movement is opened onto itself and deterritorialization
nature or the and opens itself] as such onto the . _(ar_]d_ :
living to a vision onto the absolute that A Life is| reterritorialization
of A Life in the absolute on the absolute)
living
the living as nature hallucination hallucinatory nature experienced a$ best described in
point of view on hallucinated from a view of movement is point of viewonand | terms of movement
and from A Life nature to nature | simultaneousl from and througtthe as the reciprocal
experienced as a| absolute andy Outside or A Life, presupposition
hallucination relative nature as possible between absolute
universe, nature as the  movement and
hallucination of an relative movement
alien world
new living new nature view renewing view of our nature relative de- and re-
emerging from from a view of movement is metamorphosed, territorialization
AlLife nature to the view| the incessantl nature simultaneously
y torn open onto the
of a new nature rengwed Outside (or A Life)
Sreation a0 | ana re-patcher vy
; its dispersions
the universe
to live A Life | nature transverse narration not applicable | narration of our naturg figure (subject of

by an absolute
movement of the
living

from nature to the
narration of nature
transversed by an
absolute
movement of the
living

this paradigm is
not concerned
with thenature
of movement
but with the
performanceof
movement

as world where it is
possible to live A Life,
where it is possible to
perform an absolute
movement of the

narration): an
absolute movement
of the living, an
absolute
deterritorialization

living, to act and as
such resist

viewer: relative de-
and re-
territorialization

(in Doig’s case: the
movement
corresponding to
the mode of
aesthetic experience
hallucination)

Table 2. Paradigms of commitment to A Life, threeels of expansion of DG’s

conceptualization of art
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Conclusion

DG'’s conceptualization of art is the expressioidfife in the living. It is,
essentially, at its core, a radical commitment tbif&. The problem this text
engages with is the expansion of DG’s concepturzaf art, an approach which
hoped to develop a new conceptualization of arttvinemains close to the essence
of DG’s conceptualization: the commitment to A Lifiéhis involves a new
conceptualization of art which describes a commitint@ simultaneously movement
(A Life is movement), immanence (A Life is pure iranence) and the possible (A
Life leads to the possible). The strategy to aahitns expansion is the proposition
that the expression of A Life in the living is ordye possible way by which a work
can embody a commitment to A Life, that it is oatye possible paradigm of
commitment to A Life amongst others. This text agptaalizes three new paradigms
of commitment to A Life, forming an expanded cortogtization of art
encompassing four paradigms (including the onenddfby DG). The expanded
conceptualization gives rise to a new definitioradfart is a commitment to A Life

and as such it is the movement from nature to gipksuniverse

A commitment to A Life is not a disengagement widiure or the living, this would
be a paradox, a contradiction, since they mutyaiguppose each other. On the
contrary, a commitment to A Life, following the foparadigms, has the fourfold
purpose: to give visions of nature opened ontdfitgsel as such onto the infinite that
it is; to reveal our ordinary views of nature as pooftgiew on and from the infinite
inside which we live and which lives inside usjdanch nature towards the infinite
so that it (re-)emerges anew, metamorphosed aw aateire; and to narrate the
stories of figures who live in nature as in thenité, to narrate the performance of
acts or activities through which the infinite isaftted and lived. A commitment to A
Life is always to give back to nature its infinignd to restore its infinite
potentialities. A commitment to A Life is in a sersgainst the living or the lived,
against man and his world, ot man and his world through (re-)discovering their

absoluteness, through the embrace of the Lifethiegtare.

There are four paradigms of commitment to A LifeLife in the livingthe living as

point of view on and from A Lifaew living emerging from A Lif@ndto live A Life
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The first one corresponds to DG’s conceptualizatibart, and the last three are
conceptualized in this text. Each of the first hparadigms corresponds to the
emphasis on one of the three qualities of movenaasnf,investigating the nature of
movement, i.e. the nature of the relationship betwiés relative and absolute
components, the nature of the relationship betvileetiving and A Life. The fourth
paradigm corresponds to another concern: the pedace of movement, the
performance of an act or activity as that throudiicw A Life is lived. These four
paradigms are inspired from and conceptualizediutfirahe analysis of works by
five artists: Francis Bacon, Thomas Struth, Pielugghe, Francis Alys and Peter
Doig. The four paradigms are linked together bpectic logic concerning the
nature and the performance of movement, a logwligh the expansion of DG’s
conceptualization of art (the creation of new payand) is not simply arbitrary. This
logic is not a predetermined logic illustrated bg tvorks discussed in this text, on
the contrary, it is the intuition that works by seefive artists engage with A Life
through different forms of commitment that led he €mergence of this logic. Other
works by other artists could potentially inspire tonceptualization of other
paradigms of commitment to A Life following thismsa logic, or lead to the
emergence of a new logic by which DG’s conceptasilin of art could be expanded
differently than it is in text. The difficulty redes in conceptualizing new paradigms
that actually describe ways to commit to A Life atit falling into illusions of

commitment to A Life.

In addition to the four paradigms of commitmengtaife, this text conceptualizes
three paradigms of illusion of commitment to A Litsmedhuman-actual
imaginary-transcendergndchaotic-noise The total of seven paradigms define the
boundaries of a conceptualization of art centerethe aim to embody, and push the
boundaries of what it means to embody, a commitrteeAt Life without falling into
illusions: A Life versus illusion of A Life, visioor hallucination versus imagination
or fantasy, becoming versus projection or deatkathrof air versus suffocation,
transcendental outside versus transcendent osteateutside, action or absolute

movement of the living versus reaction, the ligatsus the heavy, etc.

A commitment to A Life always involves in differemays the decentralization of
humans into the infinite transcendental plane ahanence inside which they live

and which lives inside them. A commitment to A Ligainst man and his worlfdbr
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man and his world: ‘a decentring of man to bettange it back in its living

environment and as such find again the lost uifiidgsse, 2007, 205).
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