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a The Work of Art in the Age of Digital Reproduction

On the relationships between early twentieth century avant-garde
movements and new media

In this article, which was presented as a paper at
the Colloquium Literature and Media at Nagoya City
University on June 16, 1998, | focused on the rela-
tionships between the early 20th century avant-
garde movements and the new media. | provide
some ideas on the influence of avant-garde aesthe-
tics on today's media environment. The article
stresses the new media's use of traditional avant-
garde techniques such as collage on an internalized
and functional basis. The computer is seen as a
surrealist network. Art is performed as a bourgeois
event. The Internet, which is often considered to be
a world wide museum or library, builds a bourgeois
institution, which controls the production as well as
the reception of art.
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Allow me to begin with an example from
my own experiences within our comput-
erized new media world. Shortly after |

started working with the computer | had

a dream. One morning | woke up in a
foreign, unfamiliar room. Lying on my
back, | stared through a window in the
ceiling. The clouds moved by, the sun

moved by and suddenly | realized that

| was moving my hand, and in the way
my hand moved, the world outside the
window changed. It was a disturbing
image. Then | discovered that | was also
able to replace the window by moving a

The ceiling easily turned into a wall, and
| ' was lying on my side, looking through
the window, watching the changeable
world outside. Then | got up and concur
rently lost my balance. The window and
the room started moving with me. There

was no orientation; there were no fixed
points. When | looked for the door, it
turned out to be only a picture. | finally

finger (it was a subconscious movement).

woke up and found myself in my own
':bed at home. | felt as if | had been a part
f one of Magritte's or Max Ernst’s sur
Ereal paintings (see figure 1).

;Our reality has changed, but has our lan-
\guage changed with it? The ambiguity of
?reality can be seen best in the language,
sor where language becomes metaphori-
cal. There is a phrase | noted for the first
?time since working with the computer:
Esome people say they have to work on
the computer, they no longer say what
'they are working on; they simply refer to

tflg,maphine they are using. Or they say,

Figure 1. Max Ernst. La Femme Chancelante. 1923.
Diisseldorf: Kunstsammlung Nordrhein-Westfalen, Germany.



that they have to go back to their compu-
ters instead of going back to work (but
one may also say, that the workers in the
age of the industrial revolution had to go
back to their machines as well...), thereby
the computer has become a symbol for
work. Whereas no one would call a plan-
tation worker of the nineteenth century an
independent person, everyone believes
that computers give us more indepen-
dence. The better paid “work" is now
computerrelated work: programming,
desktop publishing and managing the use
of computers. At the same time, no one
can give guarantees for a definition of
certain work in our age of digital repro-
duction. A printer, for example, in today’s
language means mainly a computer con-
trolled machine that prints files. Further
more, we speak about a “printer” when
we mean the symbol for printer software
on a computer screen. Those icons, as
well as pictures made of computer lan-
guage, are broadcast codes; they are
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shared by a mass audience and learned
through experience.

Such overlapping of aesthetic frames can
already be found in the early twentieth
century avant-garde movements. Using
letters or words only as icons, as the
dadaists or cubists did, changed the
medial character of language. Language
from that point on was part of a commu-
nication process without necessarily
transmitting any meaning. This may be
best shown in Raoul Hausmann's adver
tisements of 1918, which consist only
of meaningless letters (see figure 2).
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Figure 2. Raoul Hausmann.
Advertisement printings. 1918.




154 Visible Language 33.2

The meaning of a word was no longer
necessary for understanding. Instead
words became symbols for something
else. For the cubists, the newspaper
shreds they used, stood only for the
world of cafés or the reality represented
in the picture itself.

The symbolic language within commer
cials is another indicator for such a gap
of reference. Language more and more
has become an icon. We can see this
phenomenon in the use of English words
within Japanese advertisements. They
are symbols for another culture. However,
these Roman letters as symbols do not
represent the American culture as it is,
but the world of commerce. That switch |
would call a gap of reference (see figure 3).

When these techniques, originally used
by the avant-garde, are now used in
advertisements, how can we still define

works of avant-garde art? We are temp-
ted to say, a commercial is only pseudo
art. One problem of this definition is that
pop artists, such as Andy Warhol, followed
the same structure of advertisement.
Thus, advertisements can be taken for art.
Everything can be taken for art.

It is, of course, our misunderstanding of
the old avant-garde. Their idea of presen-
ting art as life, of overcoming the borders
of reality and art work, has turned into an
understanding of life as art based on a
synonymy of style and fashion. Avant-
gardist art is now so popular that art is
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Figure 3. The Yomiuri Shimbun. 5/26/99, 31.
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not targeted to a limited audience any
more. To use the terms of media theory:
art was supposed to be a narrowcast code.
To read a book once involved more delib-
erate learning. Now one can access liter
ature over computer data bases. We can
search for certain phrases, and we may
pick up some scholarly background infor
mation, as well as read images. The linear
system of writing and print has switched
to a multi-dimensional system of language.
On the World Wide Web, readers and
writers can hardly be distinguished. Mike
Sandbothe has, among others, analyzed
the impact of the new media: ‘

In hypertextual conditions writing and reading
become pictorial operations. The writer
develops a netlike framework, a rhizomatic
image of her thoughts. This image is multiform
and complex. It consists in a plurality of varying
paths and references which the reader forms
into new thought images resulting from the
interplay between the text's open structure and
the reader’s interests and perspectives.

Equally, in the hypertext medium the writer
is no longer in a position of omniscience.
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Whereas the traditional author is responsible
alone for sketching out the closed system of
the book or essay he writes, hypertextual
writing and thinking can take place in
immediate interaction with other people's
writing and thinking. '

Thus, the Internet is often described as

a worldwide museum or library, easily
accessible for everyone. It is so easy that
we sometimes forget that we depend on
search engines. Often when looking for a
book on a real bookshelf, the book next to
it turns out to be the better one. What |
discovered serendipitously, is nothing
less than an accident. Everyone knows that
a library is only as good as the librarian. A
good librarian can not be replaced by a
search engine on the computer, which is
more of a gatekeeper than a librarian. It
hides information by leading one to too
many different and unordered sources. It
is, as interactive as it looks, not an intel-
ligent system at all; it is more comparable
to a nonsense play or an event of art.? It
reminds me of the surrealist word games,
reflected best in the surrealist papillon:
"Surrealism that is the negation of liter
ature.”® On the other hand, a search
engine is more creative than a librarian.

In an odd way it is creative since it demon-
strates the process of searching instead
of fulfilling its meaning. It is searching as
a movement, and it makes one believe
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that the loss of a librarian makes a better
library. It is mathematics without a final
sense and surrealist art without an artist
(see figure 4).

The Internet is the first museum or library
that is not one. It makes one believe that
the loss of a library or a museum can still
be taken for a library or a museum.* Hans
Magnus Enzensberger once pointed out
that the German newspaper Bild ® was the

Lets look back again to the cubist aes-
thetics. The newspaper within a collage
was not a newspaper any more. A cubist

first newspaper which sold the loss of portrait was not a portrait at all. For the

news as news (see figure 5). Russian Futurists, especially Vladimir

Chlebnikow, the words were not words

It was also the first newspaper that pre- within a system of grammar. They worked

sented a media switch in German News- iih'language more as material. In 1913

paper printing history: from word to picture. they claimed that grammar did not count,

One can take those switches for better or
for worse. The fact is that on the Internet

that letters were only traffic signs for the

words.® The network of meaning was

a newspaper is not a newspaper, and a deconstructed. The flow of information

broadcast is not a broadcast. The same was purposely interrupted to shock the

applies to the arts, including literature.
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audience. However, today's flow of infor

mation is an ongoing interruption. Walter
Benjamin’s definition that shocks can be
cushioned by a heightened presence of
mind seems to be ridiculous, when we
look at the shock waves of our new media
age. Whereas in Benjamin's time the
shock could be seen as a single interrup-
tion, it is now a flow of interruptions. The
shock has become part of our media
culture. We even talk about a cultural
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Figure 4. From La Révolution Surréaliste. 1926.




shock when we define the process of
assimilating to a new culture. The para-
dox, that we do not mean what we say,
continues in our everyday life.

Let me explain this paradox with an
excursus to the history of avant-garde.

" Since | focus on the relationship between

literature and media, it seems that my
argumentation has become a dialectical
approach between two opponents: the
old narrow and the new broad code of
signs; the art of avant-garde and its over
coming in the mass media. The differences,
nevertheless, are evident. After the turn
of the century, when many European
artistic and linguistic circles rediscovered
the materialistic and medial side of lan-
guage, the metaphor network became
useful to analyze the structure of language
itself.” The bourgeois idea of being rational
— in the sense of linear thinking — was
totally rejected. It was a protest against

a cultural tradition that had used the body
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as a medium for the mind. In opposition
to this, the mind should have been used
as a medium of the body. Parallel to it,
glorification of the soul was frowned on
by the avant-garde. A new body cult,
including the new dance movement, led
to the idea of a more sensual life style. But
such an understanding simply turned the
old ideas upside down. Here we can find
one reason for the paradox of the avant-
garde as a sub-bourgeois movement. The
idealist notion of being a forerunner is the
reverse side of a bourgeois society that
believes in a development of its culture.
Therefore the avant-garde has always
been a part of bourgeois life style. In its
rejection of tradition, it followed tradition.®
In other words: a bourgeois society needs
a certain number of outsiders to define
and constantly redefine itself. The perfect
bourgeois society would perhaps be built
by a mass of outsiders who are all using
the same medium.

The Internet, with its myth of a virtual

community,® is a bourgeois institution

Figure 5. Bild. Online Title. August 1998.
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that includes anti-bourgeois ideals as well.
Avant-garde freedom and bourgeois ubi-
quity are only provided within the frame-
work of a wired society.® The Internet,
exactly defined by its metaphors, is a
more powerful medium than Benjamin
could have imagined. That power has
often been described by the term multi-
media. It includes not only one medium,
but a combination of all media as well as
the possibility to switch between them.
In consequence the single media can not
be distinguished any more. In the begin-
ning, the Internet had been seen as a
new medium for an anti-bourgeois sub-
culture, as the old avant-garde had been
presented itself. But the myth of new
media is nothing less than the old myth
of the avant-garde as an anti-bourgeois
movement. The future of multi-media,
which is represented by a single, all pur
pose medium unfortunately provides not
more freedom, but less.” The individuum
does not get more powerful, but less.

In The Japan Times of June 24, 1998, an
article by Bill Gates appeared, in which
he discusses the future of the Internet.
He begins with the question “Content or
discontent?’ then compares the develop-
ment of the Internet with the television
revolution, and ends with the statement:

“The Web content business will really
get exciting when you're able to carry an
inexpensive electronic tablet with you
that connects wirelessly to the Internet.
You'll be able to look up everything."?The
myth, Bill Gates uses, is obviously a bour
geois one. The old ideal of enlightenment
continues in the idea of a medium that
can provide every content we may ever
need. Furthermore, Bill Gates is not the
only one, who believes that the organiza-
tion of content in the form of digital repro-
duction is the best possible way for
everyone to easily access information.
When both of the large computer com-
panies Macintosh and Microsoft started
their 1997 promotion campaigns, they
showed us pictures from the world of
education. They wanted us to believe that
we or our children are able to easily gain
knowledge only with a computer. | do
not know whether this is the truth about
today’s education or not, but the cam-
paigns reminded me of someone who



tries to teach language with only a picture
book. The Microsoft campaign presented
a lot of pictures, pictures of course, one
might also have found in a dictionary, and
| asked myself: why would it be easier to
access those pictures over the computer
instead of opening a book?

[tis an old myth that a new medium helps
us educate people better. Walter Benjamin
believed in this myth as well. When radio
as well as film took the first steps as mass
media, Benjamin wrote his well-known
essay The Work of Art in the Age of
Mechanical Reproduction.”™ He believed

_that the new mass media would help raise
the audience to a more active and more
political level. Literally, he wrote that the
distinction between author and public
was about to lose its basic character. He
wanted the readers to become authors.
He did not know about the Internet, of
course, but | am certain, that in this sense
he would have welcomed this kind of
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mass communication as a perfectly
practical solution for his theory. On the
Internet, a mass audience itself creates
an art medium. It seems that Benjamin’s
interactive understanding of the arts has
made his theory fruitful for today’s media
analysts. However, the question remains,
who is the director of this reality play and
who is the consumer?

The key to answering this question is the
perception of reality. Natan Altman, a
Russian futurist painter, already claimed
in 1918, that a futurist painting exists as
a collective life." Some media analysts
argue that there is a similarity between
watching television and perceiving every-
day reality, since reality is in itself a
complex system of signs interpreted by
members of a culture in exactly the same
way. | would like to add that the distinc-
tion between author and reader, that
Benjamin was referring to when he was
describing the audience’s reaction to new
media, has meanwhile changed to a rela-
tionship between those who provide a
new medium and those who use it. We
have learned that the author is no longer
only a person who writes a web page or
creates a movie or a radio play. There is a
new reader behind this old-fashioned type
of author. This new reader is even more
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powerful, since he is setting the frames
for the medium; he is the one who uses
the programs that others have written.
The new authors and readers of the new
media age are consumers or pseudo
authors (to follow Adorno's definition of
a pseudo artist).”

Let us look at this issue from another
point of view: The artists, from Horaz to
Mozart to Zappa always had to go where
the money was. This is not a secret at all.
Where is the money today? As a matter
of fact, the computer industry seems to
take control of the arts, the educational
system and the sciences. It is going to
change the status of independent authors
and readers into the status of a mass of
dependent consumers. When sources
become transformed, it might be impor-
tant to ask who is doing it and why. We
can neither “think different,” as the Apple
slogan suggests, nor think faster than Bill
Gates (as | recently read in an Internet
article). We also will not “inform ourselves
to death” (Neil Postman’s prediction),'
but we can try to be as smart as they are.
In 1914 the American Futurist Mina Loy
wrote an aphorism, which illustrates the
need to deconstruct the old myth of the
new media: “IN pressing the material to
derive its essence, matter becomes de-

formed."” We are now at the beginning
point of moving outside this electronic
black box, called the computer, to decon-
struct its aesthetics and to write a media
theory that analyzes programming lan-
guage as well as its products.'®

When we talk against the market stra-
tegies of the media world, are we, at the
same time, talking against avant-garde
aesthetics? Or when we are glorifying the
new media world, are we — at the same
time — repeating old Futurist arguments?
What if our position is the same, and
could be explained by the same determi-
nation of a bourgeois code? One can say
that the dadaists, for example, preserved
the old idea of an idealistic art instead of
creéting ékjryiyihing new. To éduyckatekbé'ople o
by throwing meaningless phrases at them
must have reminded the audience more
of what had not been presented, than what
was presented during a dadaist perfor
mance. In the end, dada had become



bourgeois, a problematic development;‘
which was discussed by the avant-gardists
at the end of their international move-
ment." In 1920, it was not the nonsense
art of the Berlin dadaist exhibition, which
was accused by the German justice, but
the brutal and realistic drawings of the
military by George Grosz (see figure 6).2°

One other argument, which young people
often have against the criticism of their
pop culture today, is an old dadaist one:
to make one's own experience!?' The
early avant-garde, as we know, has also
been described as a mode, a trend, a life
style.??The Internet, with its dadaistic
web pages and its surrealistic search
engines, with its cubist network and its

futurist technique is — like the avant-
garde was — only the reverse side of our
bourgeois society. A computer is not a
new medium, and a hypertext is not a
new language. The new media work with
the same structure of metaphors and
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myths. We still read the words and look
at the pictures, singularly and consecu-
tively. The aesthetics of the multi-media
culture were first presented in the art of
the early twentieth century avant-garde
movements. The computer is neither a
higher nor a more communicative
medium in media history. In HTML pro-
gramming, there is no difference between
the old footnote and the hyperlink. There
is also a coincidence between the sur
realists’ reality of a dream and what
Walter Benjamin called the second reality
(“doppelte Realitdt”). The idea of a virtual
reality was described best by the Italian
Futurist avant-garde movement.Z In their
Technical Manifesto of 1910 the futurist
painters pronounced: “We shall hencefor-
ward put the spectator in the center of
the picture.”?* Reality and virtuality were
combined in a holistic manner. The differ-
ence between the old avant-gardists and
the new media seems to be marginal.
There is only a difference in how to create
a surreal reality. The painter and author
Max Ernst used to cover his head with a

Figure 6. First International DADA-Fair. Berlin 1920.
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blanket for several hours, not sleeping
but daydreaming, before he started
working on his art. Magritte's paintings
often show overlapping windows and
canvas. Today, when we use a computer,
a mouse, a screen and an operating
system called Windows, we are constantly
working with this surreal aesthetic (see
figure 7).

The avant-garde utopia of a “machine
man" is now reality. “The arts are like any
sciences, a discipline of mathematics,”
wrote the Russian futurist Rodtschenko
in 1921.2°The ltalian futurists also used
the phrase an “electric heart” A cardiolo-

gist would agree with this terminology,

B AR SESE 3

Figure 7. Time Magazine. Title with sculpture by Segal.
January 1983. The "Man of the Year" is the Computer.

buf not fforh an 'ayékyéfh‘eticu boi‘nt of V|ew
What the futurists and dadaists under
stood as an aesthetic concept of life, has
become real in a completely different way
(see figure 8).

The ltalian futurists would have loved
today's computerized world, but they
would have had problems to define them-
jselves as artists, too. Magritte or Max
SEmst would have taken advantage of the
new media and created many surrealist
pictures, but they would have had prob-
jlems in obtaining the same attention as
they received in their life-time.? What |
:jwant to point out is that we are using the
‘avant-gardist’s aesthetics on an internal-
iized basis. We are consumers and so are
ithe artists of the new media age. There is
%no difference any more. Who is still able to
fdistinguish between an artist and a pseudo
éartist? We are not necessarily aware of
?the techniques that we are using every
\day, techniques that have been developed
Iby avant-garde artists: collagwg,(the art of

1
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noise, word art, the exquisite cadaver,
automatic writing, etc.?” We live within

a surrealist picture. When we work with
a modern text program on the computer,
our text is a collage and so is the draft.
And almost every advertisement shows
us the perfect use of original avant-garde
technigues. When the cubists used parts
of a newspaper as material for their
collages, they wanted us to become
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defamiliarized with our bourgeois concept
of art and life. Today, within the world of
advertisement, as well as on the Internet,
we have become familiar with those tech-
niques of defamiliarization (see figure 9).%¢

If we want to search for a definition of
artwork in the age of digital reproduction,
we need to ask if those techniques of
defamiliarization still work. The surrealists
already depended on an art market which
had mixed up innovation and event. For
Lyotard, the less meaning found in a work
of art, the more it is considered to be
avant-garde. Art as event can be seen as
the negation of content.?® Stephen Foster
defines events of art in a more sociologi-

cal way:

Figure 8. George Grosz. Diabolo player. Aquarell 1920.
Privately owned.
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That the historical concept of the event coincides
with the intentions of the avant-garde is no
accident. This concept of the event [...] is fun-
damental to the avant-garde’s concept of itself
and to its concept of the facilitation of change.
Here, events are postulates or propositions
about relationships between the past, present
and future. Yet, notwithstanding what they are
about, they are conceptually never more nor
less than acts in the present. [...] Cultural pat-
terns and processes are nothing if they are not
perceived as such. The event, as part of the
chain of events, is recognized as a pattern and
employed as a process. This is the case whether
perceived internally (by the ‘agent’) or externally
(by the observer) or in hindsight (by the historian).®

The process of digital reproduction does
not necessarily change the avant-gardist
definition of artwork, but it changes the
reception of art. On the Internet, the
chain of events continues. Today we have
in a very traditional way what the avant-
garde movements once proclaimed as a
new art. Our way of perceiving reality
changed in the first half of the twentieth

century: digitalization is only a result of

‘teenth and early twentieth century. One

R

that change. The Internet or network as
metaphor is the transformation of the
old avant-garde idea of secessionism.

It is the idea of building a net between
different arts and artists. Since they
already understood art as multimedia art,
do we live in a world of art yet? Has our
media age fulfilled the imagined world

of the constructivist and futurist avant-
gardists of the twenties? Or is the futurist
aesthetic close to today's reality? The
[talian futurists were mainly influenced by
the technical inventions of the late nine-

Figure 9. Picasso. Bottle, Glas and Violine. Collage 1912/13.
Stockholm: Nationalmusem.



~ of their goals was to renew human J
sensibility. Marinetti thought the human
psyche was influenced by the telegraph,

the telephone, the gramophone, the train

the bike, the car and other ways of com-
munication, transportation and informa-
tion — he was, interestingly enough,
literally talking about communication in
that way!®' When we compare those
statements with some common models
of communication theory, we find a
similarity in the use of technical meta-
phors (see figure 10).

Hallensleben 165

Based on avant-garde aesthetics, we can
understand signs more abstractly, and we
do this on a highly advanced level. Although
Mondrian’s pictures perfectly presented
this abstract aesthetic, in 1965 a hundred
people at Bell Labs compared a com-
puter generated composition to one of
Mondrian’s compositions (“Composition
in lines"). They had to decide which was
the original.® Fifty-nine percent made the
wrong decision. The randomness of the

Figure 10. Man Ray. Poem of Sounds. 1924.
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computer composition seemed to be
more creative than the orderly structure
of Mondrian’s lines. | surmise that an
audience of 1917, when the original was
created, would have made the opposite
decision, not because they would have

known Mondrian's art better, but they had
a different understanding of art. One goal

of modern aesthetics was randomness.
We are now so familiar with the avant-

gardist's old techniques of defamiliarization,

that we can take a computer’s work for
art. Our understanding of creativity can
be fulfilled by a computer program as
well as by man. We are satisfied with a
computer program, which has built in

enough randomness so that we consider

it to be creative. How a work of art is
made has become more important than

its content. We do not need an author or

an artist, but we do need programmers

and consumers.

However, when the computer is a surre-

alist art network itself and the Internet
is the institutionalization of avant-garde
events, art or literature on the computer

cannot be art or literature in the traditional

definition. Art within the new media is a
paradox: it is a mass product, a product
of the mass and for the mass. It is art

without a real audience and without an
author in the original meaning of the word.
It is neither folk art nor high art. It is
exactly what Walter Benjamin called
tendency art, though he understood this
term politically. In the age of digital repro-
duction, the audience as a critical factor
does not matter. Art on the computer is
art within its own medium. Benjamin did
not know that there would be a medium
that could be neither controlled by a single
author nor by a omnipotent collective. The
traditional avant-gardist movements had a
critical understanding within their aesthe-
tics of fragmentation. They were mostly
anti-movements against the old bourgeois
art and their institutions. And they often
claimed a political intent. They wanted to
change the aesthetics of mimesis to an
energetic concept of art, which forces the
observer or the audience to change their

point of view.



Today's mass culture uses avant-garde
aesthetics rather affirmatively. The news

on television is a collage; the cutting is
often dictated by the number of shocks
that can be provided (not to mention the
Hollywood film industry). The quality of
shock has switched back to a quantity of
shocks. Benjamin was right when he
wrote that the film, as a new media of
entertainment, was a chance to change
the passive role of the audience to an
active one. His idea of a “mobilization of
the masses” was the desire for a more
political and critical thinking audience. Art
can be seen as a political forerunner: today
the media play this part by using the
aesthetics of avant-garde. So what could
possibly be the politics of an Internet society?
Though there are now first attempts at
defining the prospective politics of an
Internet society in synergy with the devel-
opments of bourgeois society, the hope
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that political-economical power and public
interests do not merge is, nevertheless,
small.®

Niklas Luhman, defining power as a
medium of communication, said that the
concentration of different media into one
changes the different and symbolic char
acter of each single media.** Equivalent
to this, the individuum is loosing its power.
If we need criteria for a definition of mass
or multimedia culture, we can find it in
the aesthetics of dada. The Berlin “dada
manifest” of 1918 stated:

The word Dada symbolizes the most primitive
relation to the real environment, with Dadaism
a new reality takes place. Life appears as a
simultaneous mixture of noises, colors and
spiritual rhythms; it is transformed in Dadaist
art with all sensational proclaiming and longing
of the risky psyche of every day life, and with
all its brutal reality.®

If we take this as an early definition of
multimedia culture (MTV, Reality TV, etc.),
we will obviously discover that the
medium became more important than
the message. The dada movement was
probably the first avant-garde group which
had a mass audience. It was art only to
be understood through experience and
without any educational preparation. The
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different narrowcast codes of the old
media (music, language, painting, etc.)
were forged together into a single broad-
cast code. However, dada had no choice
in becoming just another movement in
literary history. Later film or radio easily
and in a more productive way integrated
noises or words as acoustic material. The
experimental character of dada'’s avant-
garde aesthetic soon became another
common realistic element.

If we want to know about the future

of artwork in the age of digital reproduc-
tion, we may have to consider that our
perception of reality is influenced by
the historic avant-garde and their depen-
dence on a bourgeois society. Digitaliza-
tion, understood as a result of fragmen-
tation and defamiliarization, is perhaps
the only way to perform avant-gardist
artwork as a bourgeois event — it might
turn out to be the perfect way to institu-
tionalize subcultures within a so-called
global society.
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