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Abstract

The aim of this study is to propose a conceptual model on transcudestietics
which artizilates how creative use of artistic media could enhance -cutissal
understanding andhe emergence of a shared European social imaginBnis
exploration departs from the hypothesis that creative expressions allow for imaginative

extension of the Selinto cultural Others, based on theoretical views that treat the

constitution of empathic imagination. Withhi s r egar d, the resear

Europed constituted by artistic employment

media dominatedisions of Europe as a space ofterly failing multiculturalism The
dissertation supports an understanding of transculturality, which should be read not
simply as the compilation of cultures (rather suitable for the multicultural idiom), but as
the transformatin of culturesljeyondthe nationstate framework of reference) and the
emergence of new cultural entities within crosdtural and creative interaction.

One of the central contributions of this study is to reconceptualise transcultural
aesthetics as apngoing praxis of cultural and creatits@ns-coding. Moreover, it is
argued that transcultural aesthetics is defined by several complemeategoding
modalities: representation of transcultural identities as a discursive strategy for the
negotiationof cultural differences; sampling of cultural repertoires in intertextual and
intermedial order as an expression of symbolic resistance and generatiothiaf a
space between cultures; encodingdecodingencoding cycle of critical media
participation; ancembodied crossultural affiliation, as a transculturalizing strategy at
a nonverbal, sensorial and affective level.

The broad objective of this research project is to bridge the gap between media
and cultural studies, by suggesting that the participaaspects of ouconvergence
culture should be taken into consideration while studying processes of transculturation.
Furthermore, it is argued that transcultural aesthetics goes hand in hand with a media
culture, which turns head froregarding the pain bothersin order to embody through
a subjective camera a sense of ndl am t he

This research aims to constructransdisciplinary theoretical framerk that
conceptually corresponds to the cultise multiplicity of perspectives, which is
intrinsic for the transcultural model. The study has been carried ouhe&tha content,
discourse and aesthetic analysis of the travelling exhibltinited States of Europe

(201171 2013), the participatory initiativRemapping Europg Remix Projec{2013)
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and he artistic investigatiorThe Machine to Be AnothgR014) that transcend the
boundaries, which delineate Europe from outside and from within. Ovehall,
discussion is supported by 4amples of media arts (film, video and interactive
installation art),which are symptomatic of European secidtural dynamics and

signify the emergence of a shared transcultural European imaginary.



Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

Table of contents

1. Introduction
1.1 Contexti creative concerns about Europe
1.2 Research objectives and maimtidoutions
1.3 Theoretical framework
1.4 Hypotheses and research questions
1.5 Methodology
1.6 Case studies
1.7 Exclusion of topics
1.8 Outline of structure and chapters

2. Transcultural imaginary as a model of European social imaginary
2.1 Transculturality and vectors of-imetweennes$ defining the concepts
2.2 Theoretical perspectives on transculturality
2.3 On the construction dfanscultural imaginary
2.3.1 The place and the space of (trgoslture
2.3.2 The construction of social imaginairya process of transculturation
between global cultal flows and reverse flows
2.3.3 The interconnections between transcultural imaginary, cultural
citizenship and cosmopolitan imagination
2.3.4 Sensory affiliation with culture as a constituent element of the
transcultural imaginary
2.4 Conclusions: Towards a theory ofiloling crosscultural understanding in
Europe via transcultural aesthetics

3. Transcultural aesthetics andodalities of cultural and creative tramt®ding

3.1 Representation of transcultural identities and transcultural repertoires
3.1.1 The politics of representian
3.1.2 Transcoding identity

3.2 Sampling of cultural repertoires
3.2.1 Culture of sampling
3.2.2 Sampling of signs as symbolic resistance
3.2.3 Sampling of cultural codes as a transculturalizing strategy

3.3 Encodingdecodingencoding cycle of criticahedia participation
3.3.1 Active audience reception and dimensions of media participation
3.3.2 Ciritical and creative audience participation

3.4 Embodied transculturation
3.4.1 From representation to embodimént he s hi f t from the

towards the O6performatived turn

3.4.2 Transculturation via emited aesthetic experiences




Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

3.5 Conclusions: modalities of cultural and creatiiganscoding as
transculturalizing strategies

4. Case study: the travelling exhibition United States of Europe (P@D13)
4.1 Summary of the project
4.2 Representation of European idéies and processes of transculturation
4.3 Media participation as a transculturalizing strategy feinragining Europe
as a space of critical cosmopolitanism
44Concl usi ons: creatively reified 6Anoth

5. Case study: Remapping Europ&emix Project (2013
5.1 Summary of the project
5.2 Sampling of cultural repertoires and remixing of existing media content
5.2.1 Remapping Europe ateliérSpain
5.2.1.1 Spaini history of migration
5.2.1.2 Spaini mainstream media discourse on migration
5.2.1.3 Spaini Remapping Europe media remixes
5.2.2 Remappindzurope atelief Poland
5.2.2.1 Polandi history of migration
5.2.2.2 Polandi mainstream media discourse on migration
5.2.2.3 Polandi Remapping Europe media remixes
5.2.3 Remapping Europe ateliérTurkey
5.2.3.1 Turkeyi history of migration
5.2.3.2 TurkeyT mainstream media discourse on mignatio
5.2.3.3 Turkeyi Remapping Europe media remixes
5.24 Remapping Europe ateliertUK
5.24.1 UK T history of migration
5.2.4.2 UK i mainstream media discourse on migration
5.2.4.3 UK i Remapping Europe media remixes
5.3 European Souveniiislive-cinema performance and remix
54Concl usi o rcdltural mBap asoapranscsltural rhizome

6. Case study: the art investigative project The Machine to Be Another (2014)
6.1 Summary of the project
6.2 Embodied empathy as a subject of neuroscience research
6.3 Virtual empathy via interface design and immersive aesthgperiences
6.4 The Machine to Be Anothecenarios for interaction
6.5 Through the subjective camera of another
66Concl usions: the European Self 0in th




Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

7. Conclusions
7.1 Third space tropes andreal-andimaginedcr eat i vel y herei fi ed
Europebo
7.2 Sampling of cultural codes within a transcultural rhizome of new meanings
7.3 Imaginative extension of the Self into cultural Others
7.4 Transcultural aesthetic praxisa new paradigm for building crossiltural
understanding in Europe

8. Bibliography

9. List of Figures



Imaginative Extension of the Self ir@oltural Othersi Lora Markova

10



Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

1. Introduction

1.1 Contexti creative concerns about Europe

y wonét say:

The t
ather: why weré t

T

Bertolt Brechtn Dark Timeg1937)

Artistic creativity related to contemporary Europe has been marked by an emerging
trend towards the representation of migration, displacement, banaksing,
transnational interaction, the leitmotif of transcending cultural boundaries and building
crosscultural understandingetween Self and cultural OtheMeanwhile, mainstream

media has constructed a European social imaginary which maintains stereotypes,
prejudices and discursive hysteria towards cultural Others, reflected in current social
phenomena inEuropean societies, such as the rise of +whg populism and
xenophobia, loss of empathy towards refugees and newcomers;Eumtjaean
intolerance and stigmatisation along Ne®&buth and WesdEast axes of division, the

Brexit vote and expected wave &lurosceptic referenda across Europe. Contrarily,
artist, creative thinkers and media makers have expressed critical engagement and have
offered alternative representations and aesthetic experiences thatagiee
contemporary Europe as a possible dialabspace of transcultural -@xistence, which
counteracts dynamics of exclusion and neg:ze
Europerelated creativity emerges as a relevant variable for rendering senses of
European belonging and understanding Eurogearal realities.

As creative expressions, which have managed to rethink Europe as a shared
cultural space can be considered the fitloropa (1991) by Lars von Trier from his
conceptuaEuropetrilogy reinventing the social crisis in postwar Europe, theroatic
anthologyVisions of Europdalso initiated by von Trier in 2004), and specifically the
short Invisible State(Aisling Walsh, 2004) featuring the poét playwright Gerard
Mannix Flynn and his spoken word poetry, whose relevaneserges in theantext
of the ongoing refugee crisis in Europks artistic interpretations that have grasped
significant attention can be mentioned Re
rendered as 8arcode( 200 1) from fragments of nati ona
David Cer ny 6 s c o nbasedinstallatiointdpa(2009) oa preéjudices and

! Bertolt Brecht.Poems, 1913956.(trans. and eds.) John Willet and Ralph Manh@iondon and New
York: Methuen, 1979)274.
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clich®s about EU nation states (both, one
Council of the European Union). In a similar conceptual direction, comes the online
project Mapping Stereotypegongoing since 2010) by Alphadesigner.com that has
turned into a form of internet folklore. As a recent trend can be also mapped the
emergence of transnational community art projects that merge diverse medial platforms
into forms of transmedia storytelling about Europe, such as the proiaatspe4y
Routes&RouteandFarewell Comrades!

Whi | e artists and medi a maker s have I
contemporary condition, the constellation of topics that they treat often loaveen
exclusively articulated by them as OEurope.
thematically translate into a range of subjects, such as migration, feoodsing, living
in diaspora, home as an imaginary entity, multilingualism, fragmeidedtities
formation and multiplicity of cultural belongings. To a certain extent this phenomenon
renders the complexity of defining the O6Eu
expressions, which are related to and/or produced in Europe.

The emergingacademic discourse on a shared European visual culture has
further explored the role of media in visualizing and constituting Europe as a shared
semantic spaceAmong the medial art forms that have gained most systematic critical
account is certainly Eupean film, which signifies the constitution of a shared

European imaginaryAccording toCatherine Fowler, the intricacy of defining the term

OEuropeandéd in the <context of cinematic cu
cultural and aesthetic boundwie The OEuropeand in European
describe a number of <critical enquiries: f

the conceptual spaces to which the study of films and filmmakers in Europe refer and

the methodologies that have beesed to analyze and theorize European films and

f i | mma& Khemas Elsaesser considers that European cinema today should not be

simply understood as an accumulation of national cinemas or as a compilation of
specificauteursandnew waves s o tchraitt efrtilae f or what i S mea
have yet to be*ftwsn,d mInsda edsesfeirn esdthigking st s a |

aswellasut hi nking European cinemao by consi de

“SeealsoMi yase Chri stensemTherdMaseyo fhakeldwjaamd Medi a i n
Shifting Landscapedg:ilm and Media in European Contex,d s . Mi yase Christensen anc
(Newcastle: Cambridge Scholars Publishing, 2008), 1

% Catherine Fowler (ed.J;he European Cinema Readéondon and Ne York: Routledge, 2002), 3.

* Thomas ElsaessefEuropean Cinema: Face to Face with Hollywogdmsterdam: Amsterdam

University Press, 2005), 67.
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relational nat ur e t [dentties fihatcare tmone Incusieesandt o c u |
processual, more mudtiultural and multethnic, more dialogical and interactive, able
to embrace the 06new - &dmgeeinena, ashveell gsdhpu |l ar
di aspora ci nemas °Awsimilahturn tovands tepleenomensndef f . o
centring or blurring the boundaries between core and periphery within European
cinematic traditions has been also observed by Dina lordanova, who discovers the
representation of migration and transnational interactans step in this directidn.
Mike Wayne has also suggested that the-paropean dimension can thematically
emerge out of travel narratives that bring cultures and cultural identities toG@ther.
conceptual and thematic engagement of contemporary &amoflmmakers with the
subject ofbordercrossinghave been also theorised by the contributor&dom in,
Zoom out: Crossing Borders in Contemporary European Cing@®@a7§. Furthermore,
the cinematic leitmotif of crossing boundaries can be extended imoader conceptual
framework for studying the emergence of a shared European imaginary. The outlined
context also serves as a conceptual background for exploring the symbolic and
processual OEuropeand6 di mensi oourses,agathercr eat i
than EU funding frameworks that also evoke
cultural policies on paiuropean audiovisual industries (such as Creative Europe) can
foster the constitution of a shared semantic space, the dissertatimthiarstance as a
relevant direction for further research, beyond its own scope.

This research explores artists and medi &
the analysis of three case studid®e travelling exhibitionUnited States of Europe
(20117 2013) that reflects on European identity and the state of being European, the
participatory initiative Remapping Europel Remix Project(2013), which contests
dominant media representations of migration in European societiesniixing media
and film archives, and the interactive installatibhe Machine to Be Anoth€2014)
that explores the connection between identity and empathy via embodiment. Overall,

the dissertation involves 45 cinematic and media arts examples (film, video, interactive

5 .
Ibid., 9.
®Dina lordanova, ADi splaced? Shifting PanlSensescs of Pl
of Cinema issue 14, http://www.sensesofcinema.com/2001/featuirdes/dsplaced/ (accessed 1 March
20149.

" Mike Wayne,Politics of Contemporary European Cinerfiristol: Intellect Ltd., 2002), 74.
8 Sandra BarrialeBouche and Marjorie Ajnol Salvodon (esl), Zoom in, Zoom out: Crossing Borders
in Contemporary European Cinenfidewcastle: Cambridge Scholars Publishing, 2007)
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installgtion art), which are symptomatic of European samitiural dynamics and

signify the emergence of a shared European imaginary.
1.2 Research objectives and main contributions

By taking into consideration recent transnational art projects in Europertesiet and
participatory media expressions, the specific aim of this dissertation is to examine to
what extent artistic discourses and creative practices have the potential to constitute a
transcultural European imaginary that transcends boundaries bheBg#eand cultural
Others.

This study proposes a conceptual model on transculagsathetics which
articulates how creative use of artistic media could enhanceautigsal understanding
in Europe andhe emergence of a shared European social imagiWéth this regard,
the research maps Oanother Europed consti:t
mediums in contrast with mass media dominated visions of Europe as a sptedyof
failing multiculturalism® The dissertation supports an understagdif transculturality,
which should be read not simply as the compilation of cultures (rather suitable for the
multicultural idiom), but as the transformation of cultures (beyond the rsi#be
framework of reference) and the emergence of new culturéties within cross
cultural and creative interaction. Furthermore, this study recognizes as a transcultural
aesthetic practice natny recombination of cultural codes, but rather, those forms of
crosscultural fusion, which entail negotiation of cultudafferences, deconstruction of
processes of stereotyping awidOrientalization of the European imaginary from
processes of cultural O&éotheringo.

In the context of augmented cultural globalization, mobility on the shifting
boundary between real and vatuand increased exchange of visual signs and texts in
our contemporarynediascapé® addressed by Arjun Appadurai, Fredric Jameson, Jean
Baudrillard, Manuel Castells among other authors, this dissertation aims at mapping the
constitution of transculturalaesthetics via the postmodern creative gestures of
appropriation, quotation and recycling of cultural codes and creative practices. The

project conceptualizes transculturality as the sampling and translation of cultural

° Referring to the highly contested statemenEbancellorAngela Merkelfrom 201Q
19 See alsoArjun AppaduraiModenity at Large Cultural Dimensions of GlobalizatiofMinneapolis:
University of Minnesota Press, 1996).
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repertoires, recontextualization am$emantization of signs, which can be a creative act
practiced by the participants (both artist and spectators) in the creative process. One of
the main proposals of this study is to reconsider transcultural aesthetic praxis as a
creative gesture of cresultural enunciation and a critical discursive strategy of
building crosscultural understanding. Moreovethis research project addresses
transculturation as a processes of imaginative extension of the Self into cultural Others,
which could be also stlied as a modality of bodily aesthetic experience, since cultural
engagement could be acquired through sensory involvement (such as rhythm in music,
montage in film) and corporeal participation in the creative process. Therefore, the
originality of this research project also lies in following a paradigmatic shift from media
representation towards embodiment within the constitution of cultural identities and
within the exploration of the transcultural paradigm. Thus, the broad objective of this
research preict is to bridge the gap between media and cultural studies, by suggesting
that the experiential and participatory aspects otcouvergence cultur@enkins 2006)

and the active role of both artists and audiences in encoding/decoding (Hall 1973/1980)
and potentially trans-coding meanings should be taken into consideration while
studying processes of transculturation.

The central contributions of this study is to reconceptualise transcultural
aesthetics as an ongoing praxis of cultural and creatiwes-coding, defined by four
complementary modalities: representation of transcultural identities as a discursive
strategy for the negotiation of cultural differences; sampling of cultural repertoires in
intertextual, intermedial and cressltural order as anxgression of symbolic resistance
and generation of third spacebetween cultureencodingdecodingencodingcycle of
critical media participatioi a ret hought version of Stuart F
model of encoding/decoding, defined by the generabbmew meanings at the
receiving end; and embodied crazdtural affiliation, as a transculturalizing strategy at

a nonverbal, sensorial and affective level.
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1.3 Theoretical framework

This research project is the first academic study, which cantieetconcept afrans
codingwith the generic notion of transcultural aesthetics, used by Helff (2015,'2007)
Tanchio, (2014¥, Markova (2012¥, Hutchinson (2001} among others in order to
describe crossultural translation of artistic practices andtatdl influences. Tanchio,
specifically, suggests a definition of transcultural aesthetics in terms of comparative
aesthetics as developed by Eliot Deutsch in $tigdies in Comparative Aesthetics
(1975). Therefore, transcultural aesthetics can be unddrste a composite concept
involving both the hermeneutics (analysis, interpretation, reconstruction) as well as the
praxis of art making and the aesthetic ex|
Moreover, Tanchio recognizes that transcultural aesthési the interconnection and

unity between theory and practice within a form of practical knowledge, which plays
out within the praxis of art practitionefsWith this regard, this dissertation aims at
articulating further transcultural aesthetics asas®cultural creative praxis by drawing

upon theoretical perspectives (supported by empirical artistic examples) on
transculturality, representation, arts and media participation, assetperiential and
embodied media involvement. Since, within ountemporary media culture, creative
expressions are also medmuced expressions, as Douglas Kellner has indirectly
implied'®, it becomes relevant to address transcultural aesthetic practices also as media
practices. Furthermore, in this context, it iss@@able to question what media ethics
accompany transcultural aesthetics and whether the latter operates via critical and

creative media use.

"See also Sissy Helff, AFragile balance: | maginary
European identity ineBaweél aRdwlSitleowsnk i S@ourrdldetr gRs Wa
Postcolonial Writingvol. 51, No. 2, (2015), 13243.

Si ssy Hel f f iSigns Taken For Trut h: Orchestrating
Unreliability, o in: P r lbecGerenahi Assgcgtion df Univérsty T€achefs eff e nc e o
English Vol XXIX. Sabine VolkBirke und Julia Lippert (eds.). (Trier: Wissehsftlicher Verlag Trier,

2007),277-288.

2 paul Albert TanchioTranscultural Aesthetics and Contemporary Art: Pursuing Unity i of Art
Practitioners(Sydney: University of Sydney, 2014)

BLora Mar kov a-BetwdeviregspOnrihg Repnesentation of TransculturalithenEdge of

Heaven( Fat i h A kniTamcke,0M 7 Klein, L.Europeans IrBetween: Identities in aTtans)

Cultural Space(Groningen: Rijksuniversiteit Groningen, 2012).

“Eli zabeth Médetn®Nbi meoAmadri can ArfTraAsgel t heM@br Aést he
History and Indigenous StudieBheArt Bulletin; December 2001, Vol. 83 Issue 4,07456.

'3 paul Albert TanchioTranscultural Aesthetics and Contemporary Art: Pursuing Unity Traditions of Art
Practitioners(Sydney: University of Sydney, 201480.

16 See also Douglas KellneWedia Culture:Cultural Studies, Identity, and Politics Be®vethe Modern

and the PostmoderijLondon and New York: Routledg&995)
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The exploration of the transcultural paradigm follows Wolfgang Welsch
conceptuali zati onheofpuzrzalnisncgu | ftourrna | o ft yc ualst ufirt
emerged by opposing variables to the established terms of multiculturalism and
interculturalism. Departing from Theodor A
studi ed nbeyond bot h e hewnheot e Websesnbouasr ga
transculturality is the relevant model for understanding contemporary ctlltttis.
view considersthe internal complexities and dynamics of every culture, as well as
recognizes the degree to which cultures are becoming insgpdirdted with one
another. At the same time transculturality should not be understood as the unification of
cultures: Ait is, rather, intrindahghal ly i
degree of cultural variety exists just like in traditiosaigle cultures. However, the
differences are no longer articulated through a juxtaposition of clearly outlined cultures,
but result between transcultural networks. These have both common and diverse aspects
i showing overlaps and distinctions simultar&guThe process we are witnessing is a
process of coexisting unification and differentiatiérin this direction, one of the
central contributions of this study to the transcultural paradigm will be to
reconceptualise transculturality as an ongoing psoadésntertextual and intermedial
remixing and recontextualization of signs and tropes across cultural boundaries.
Moreover, the creative employment of transcultural repertoires could be rendered as
discursive strategies, which trigger negotiation of caltdifferences.

Since this project focuses on artistic medium productirtis,u art Hal | 6s st
representation and signifying practices will be adopted as another theoretical point of
departure. Hal | cdnstructogigtapproach @sigithe gamiotics of ¢ 6
Ferdinand de Saussure and Roland Barthes, 1
perspective towards representation) with the -gosicturalism philosophy of Jacques
Derrida, which deconstructs the Saussurian model of significatdnrepresentation.

Hall suggests that representation is a discursive strategy for the construction of
significations, meanings and consequently cultural identiRepresentation becomes
the process or the medium through which these meanings are batibdcaed reified.

In this context, accordingto Hall, dent ity should be wundersto

" WolfgangWelsch Tréinsculturalityi t he Puzz|l i ng For m Spdces 6fiClltureir es Tod e
City, Nation, Worlded. Mike Featherstone and Scott Lalsbr{don: Sage Publicatisn1999), 194.

¥Wolfgang Welsch AGoing gl obal dhre Conteraporarg Study uof Lult@red in
Bundesministerium fer Wi ssenschaft u. Ver kehr
Kulturwissenschaften (Wien: Turia + Kant, 1999), 205.
19 i

Ibid.
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which is never complete, always in process, and always constituted within, not outside,
repr es &MThua, this msearah will suggest that the repmngation of transcultural
identities and crossultural repertoires ia central aesthetic and strategic component of
transculturality as a creative praxis.

Mor eover, applying a semiotic approach
concepts ofmyttf' and the polysemic sign), Stuart Hall develops a theory of
representation as a dual relationship between encoding on behalf of the producer, and
decoding on the side of the receivdall assumes that events, objects and people do not
possess stable meanings, ather that the meanings are produced by the participants
in a culture, who have the power to make things mean or signify somefrheg.
encoding/ decoding model devel oped in the 1
foreseesthree hypothetical pasdns of decoding:dominanthegemonic codea
negotiated codeand an oppositional codethe last one of which directly relates to
practices oftrans-coding By considering the opeanded character of participatory
media, this research will suggest thatiHals mo d e | of representatio
side of the producer and decoding on the side of the receiver) can be rethought into a
chainsystem of constargncodingdecodingencoding followed by a process of new
encoding at the receiving end.

The actve role of the audience and the emergence of a participatory culture has
been theorised by Henry JenkinsGonvergence Culture: Where Old and New Media
Collide (2006). Jenkins expands the understanding of interactivity to a mode of
participatory culturehat does not primarily signify a technological revolution; rather it
is a cultural shift, altering the relation between author and audience and suggesting
decentralization of cultural production and opinion formaffoimilarly, this study
will trace to what extent European creative initiatives allow for audience participation
and audiences engage creatively and critically into transculturalising strategies of
encoding new meanings.

From another perspectivdphn Dewey'sArt as Experiencg1934), Maurice

MerleauP o n tPliedanenology of Perceptionl 9 5 4 ) U niliheeOpénoNork ¢ 0 6 s

OGtuatHal,bA Cul t ur al | de nt ldentyy: Comniunit, iCaltsrey Diffeeencerl. Jonathan
Rutherford (London: Lawrence and Wishdr®90), 222.

2! Analyzing the cognitive dimensions of representation, Barthes discusses the levels of dehatation
naturalizingmechanism, and connotation, wheagescan be recognized. Roland Barthklythologies
(1990 ed. London: Vintagd957),142143.

“Henry JenkinsConvergence Culture: Where Old and New Media Colfidew York: New York
University Press2006), 222.
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(1962)and Susan SAgainshlgtérmetato196d)yare among the early

centr al texts that have marked the path to
withinthe di sci pline of audience (art) receptio
embodied identification can be recognized

popul ar culture and aesthetic experience.
representatio as a performative act, Fluck argues that during the act of reception, the

text (or mediated content) represents two things at once: the world of the text and the

i maginary el ements added to it by the recei
experience that makes us simultaneously articulate imaginary elements and look at them
from the outside. Then, -baedsameheentdi ct heaxt p earl il eonn
Abot h oursel ves and s 0 m& dmawing aipos Richard t he
Shustema n 6 s  nswrmaegthetiéoFuck also considers that engagement with the
culture becomes | AfEbperashneghpcédembBotieededsuc
creates associations that are shaped not by narrative, but by mood. In the video clip, this
effect becomes the key p’tFRurthermopel Ruckfamgues t e x t U
that cultur al objects provide gratificatior
Afsomati c responses to the @Ai mmedi anhe exper
trigger such transfer processes more easily and effectively than moral claims or

i ntell ect ud’l Themforg, uthi® mesearchd project will propogaat
transculturation could be also studied as a modalityoofnarrativesomatic aesthetic

experieweswhichimaginatively extend the Self into cultural Others.

1.4 Hypotheses and research questions

The exploration departs from the hypothesis that creative expressions allow for
imaginative extension of the Self into cultural Others, based on thesdreiews that

treat the constitution of empathic imaginatiés Kwame Anthony Appiah has stated,
attachment to foreign cultures begins with the sort of imaginative engagement one

experiences when reading a novel, watching a movie or attending to a faatktoat

BWinfried Fluck, fiCaliforprimerBlcae.i zAmeéoing anii na tAloen
(ed.) Americanization and Anthmericanism. The German Encounter with American Culture after 1945
(New York: Berghan Books, 2005), 228.
% Richad ShustermanPerforming Live. Aesthetic Alternatives for the End of @ithaca: Cornell
University Press, 2000)
z:Winfried Flucki Cal i f or ni a iz&ibniaeSetmereanizatora 280.
Ibid.
?7 Ibid. 222.
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speaks from a diff er? jduia Kpstewachas ptoposed toone 6 s
accommodate cultural difference by imagining ourselves us the other and recognizing
ourselves as foreigners, astrangers to ourselvés Similarly, Mikhail Epstein
corceptualizes transculturality as the difference in identity shaping, which is the state of
being different not only fr ofhMoeeovergays, but
David Bolter and Richard Grusin have argued that immersion into virtual reality (an

the identification with fictional characters) generates a sense of virtual empathy and the
ability of the viewer to empathise through imaginfh@herefore, it can be suggested

that artistic and creative productions could play a significant role inceadsg

cultural boundaries. Thus, the central hypothesis studied by this dissertation is that
creative expressions and artistic discourses on contemporary Europe constitute a
transcultural European imaginary and employing transcultural aesthetic prastioss

transcends boundaries between Self and cultural Others.

Moreover, this dissertation draws upon the empirical observation the creative
process is transculturpker se since inspiration operates by translating codes and fusing
impulses beyond cultal and disciplinary boundaries. Stuart Hall has suggested that the
dialogical processes of meaningpking relates to the practice a@fanscoding,
inscribing the notion to MikIHRawWhileB&atkhti nds
rather employs the oaept of transcendence, the notiortrahs-codingbelongs to Yuri
Lot mandés structuralist semiotics and his
According to Lotman, a text with only a communicative function is composed of one
code, while the create text is heterogeneous and heterostructural in terms of coding.

Thus, creativity can be addressed as a problem of generating new meanings and
transcoding sequenatructured’. With this regard, this research proposes to
conceptualise transcultural aegtb® as praxis of cultural and creatitt@ns-coding

defined by four complementary modalities. Therefore, the research also studies the

following hypotheses:

8 Kwame Anthony AppiahCosmopolianism. Ethics in a World of Strangefidew York and London:
Norton, 2006), 85.

29 Julia Kristeva, Strangers to Ourselvedlew York: Columbia University Pres4991).

OMi khai l Ep s t €ultarologyfi T u latn s rc e | After the Fudure:i The Parades of
Postmodernism and Contemporary Russian Cul{@mmherst: The University of Massachusetts Press,
1995), 28@306.

%1 Jay David Bolter and Richard GrusRemediation: Understanding New Medli247.

%2 Stuart Hall, Representation: Cultural Representatio and Signifying Practice$London: Sage
Publications & Open University,997),270.

#¥Lot man, 1965, 23 quoted in Bogusl aw Zneindional fAiNot es
Journal of Cultural Studie@_ondon: SAGE, 2015), vol. 18 (I) 22,36 (accessed 17 May 2015).
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1) The representation of transcultural identities and transcultural tropes is a
trans-coding modalty of transcultural aesthetics, since it discursively
(re)produces transculturation, subverts cultural stereotypes and transcends
sociaspatial boundaries between Self and cultural Others.

2) The intertextual sampling of cultural repertoires and the recargkzation
of existing media conteritans-code prevailing imagery and meanings and
generate novel semantic interconnections and representations.

3) The participatory aspects of our media culture allow for audiences to
participate critically in the productn of discourses via a communicative
cycle ofencodingdecodingencodingof new meanings at the receiving end.

4) The sensorial dimensions of creative expressions (e.g rhythm in music,
montage in film) allow for nomarrative and somatic cultural engagenmant
embodied transculturation, whi¢rans-codesdiscursive categories between
Self and cultural Others at a sensory level.

Correspondingly, the research project begins with the literature review question:

To what extent has the existing scholarship adeeksthe notion of transcultural
imaginary? The central research questions posed by this study are: Which media
modalities and creative practices define transcultural aesthetics? In how far have
creative expressions reproduced transcultural identitiesegattoires as a discursive
strategy for the negotiating cultural differences in Europe? To what extent do the
selected case studies mix codes and repertoires in actitssl order in order to
generate new meanings? In how far do audiences participétally in the production

of European narratives? In how far do the selected productiersam and embody the

experiences of being and/or living in Europe?

1.5 Methodology

The methodological design involves the construction of a transdiscipliniadyspace

between cultural studies, media studies, film studies and (media) art history, which
corresponds conceptually to the discussed topic of transcending cultural (and

di sciplinary) boundari es. Thus, thedmethod
but a oO0Odynamicdé theor et irbizomaticlly withie the r k , w h
research stages and chapters by integrating interconnected theoretical concepts and

disciplinary nodes. Departing from a literature review on the theoretical dimensions of

21



Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

the transcultural paradigm and the transcultural imaginary, the research design follows
the construction of a new conceptual model, composed of four complementary
modalities that articulate the constitution of transcultural aesthetics as a praxis aif critic
and creativetrans-coding The model is applied to the analysis of the selected case
studies, also supported by a triangulation between aesthetic, discourse and media
content analysis.

Media content analysis is used as an unobtrusive method, whiats &itw
exploration of how visual texts (the selected artworks and media productions) could be
used for understanding soeaaltural processes and generating theories about social
life. The focus of inquiry is to study cultural forms and practices thatmiscultural
processes of transculturation. Discourse analysis (as developed by Teun vah Dijk)
directly relates to the overall conceptual framework of the research project referring to
Mi c hel Foucaultds di scourse/ powecqglek nowl ed
Der r i d sstéusturalsim oft critical deconstruction and negotiation of difference.
Aesthetic analysis has been conducted by bridging elements of systematic film analysis
(for instance, as suggested by James Moriaao}l new media analysis (as gtieed by
media art historians such as Oliver Gr&uYhe analytical process is supported by
coding of: central themes and repertoires (such as, the recurring motifs of crossing
border s, mi gration, +Hleé¢ weehnesadn scefn aaqgrimend t
cultural identity, etc.); frames and discourses producing social meanings (such as,
construction/deconstruction of negative stereotypes and perceptions, negotiation of
difference); aesthetic practices (such as, crossing genres, intertextuakeantedial
mixing of artistic influences); and modalities of media participation (such as platforms
for usergenerated content.) The generation of codes begins deductively, based on the
developed theoretical framework, proposed hypotheses and conceytdel on the
constitution of transcultural aesthetics. Simultaneously, during the analytical process,
code categories are generated inductivetlirectly from the specific case studies and
related creative media expressions. Thus, to a certain exterdsderch design follows

a spiral model applying elements of grounded theory.

% Teun van Dijk Elite Discourse and RacisrtNewbury Park: SAGE, 1993).

% JamesMonaca How to Read a FilmMovies, Media, and BeyondOxford University Press; 4th
edition, 2009)

% Qliver Grau Virtual Art: From lllusion tolmmersion (Cambridge: MIT Press, 2003)
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1.6 Case studies

The dissertation explores as case studies three recent creative initiatives: the travelling
exhibition United States of Europ€011 i 2013), the remix prop Remapping
Europe(2013) and the art investigative proj@tte Machine to Be Anothé014).

United States of Europ@011i 2013) was designed as a platform for European
citizensd6 participation and dir eoltcalr ef | ect
and cul tural aspects of todayos Europe. T
between November 2011 and April 2013, visiting ten European countries, which co
organized the event (Poland, Finland, Lithuania, Portugal, Cyprus, Germany, Bulgaria,
France, Ireland and Belgiuin mentioned in the chronological order that the exhibits
have followed). The project has been coordinated by Goethe Institute e. V in Paris, co
organized by nine institutionshé University of Lodz, Poland; the Lasipalatsi Feémd
Media Centre, Finland; The Red House, Bulgaria; the Centre of Culture and Art
Initiatives, Lithuania; Pharos Arts Foundation, Cyprus; Transforma, Portugal, AIDA,

Bel gi um,; Léart au Quotidien, France, Cor k
Factoy, Ireland)and cefunded by the EU Culture programme (260Z013).

Remapping Europé Remix Project(2013) was initiated by the Doc Next

Network and coordinated by the European Cultural Foundation (ECF), the Netherlands.

It connected young mediaakersfrom Spain, Poland, Turkey, and the UK, who used

DIY (Do-lt-Yourself) forms of media production and remixed existing news and film

archives in order to contest mainstream media representations of migration in Europe.

The initiative engaged 50 young creatimediamakers with crossultural backgrounds

and (im)migrant perspectives, who produced video remixes at five media labs organized

in Seville, Warsaw, Lublin, Istanbul and London. The project was released in
collaboration with four cultural hubs in eadf the participating countrie$ the
Association of the Creative Initiative 0eb
(Turkey), the British Film |Instandfundel ( BFI ) ¢
with support from the European Commission.

The Madine to Be Anotherby BeAnotherLab is an Open Source art
investigative project addressing the relation between identity and empathy. Designed as
an embodiment system, it merges performative elements with protocols of neuroscience
experiments in order to gvide users with the immersive experience of seeing

themselves in the body of another persbine Lab,composed of an interdisciplinary
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team of eight artists, researchers and activists developed’he Machine to Be
Anotherwith the support of its Baraehabased partners the Media lab Hangar and
theUniversitat Pompeu Fabra. Whiléhe Machine to Be Anotheloes not claim an
exclusive engagement with the topic of Europeanness, it offers a universal creative
perspective towards building cressltural urderstanding within and beyond Europe.

The OEur op e aunifed $tates bfi Eurepmnd Reimapping Europe
lucidly relate to EU Culture funding and also direct towards the European
Commi ssionds recent objectives tropgards bu
Although closely related to the genealogy of the selected artistic discourses, the aspect
of European funding will not be directly tackled in the upcoming discussion, since it
extends into the field of cultural policy, which is beyond the scopthisfresearch.
From a broader perspective, the OEuropeano
from the fact that they are produced and circulated in European cultural space and each
one of them combines the creative efforts of international cretams representing a
variety of European countries. Moreover, tF
has favoured to study can be foreseen in the potential of the case studies to articulate
cultural process symptomatic of European cultural contEx¢ central motivation for
this selection of artefacts is based on their potential to cross the boundaries that
delineate Europe from outside and within and deal with processes of transculturation.
Each one of the selected artistic discourses, by its aesthetic language and
conceptual integrity, reveals a projection of Europe andmea gi nes oned6s exp
of being European or living in Europe. Some of the central themes that the case studies
treat are displacement, migration, living in diaspora teef r agment at i on of
cultural identity in the interstice between cultural attachmentaginary homelands
roots, spatial distances, reality and virtualifwhat unites the selected artistic
productions into a conceptual constellation is theimdfamative potential to
symbolically destabilize internal and external differences and blur cultural boundaries
between WesEast, SoutiNorth, transatlantic relations, old, new and potential EU

Member States, Christendom and Islam, real, imaginary atbi

37 See alscEuropean CommissiomNew Narrative for Europeleclaration launched April 2013 (online)
http://ec.europa.eu/cultedpolicy/newnarrative/documents/declaration_en.pdf
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1.7 Exclusion of topics

As an organizing principle the discussion
discussed case studies as a product of European Union funding mechanisms or official
EU institutional discourses. To a certain extér@ tonceptual integrity of a number of
Europerelated current creative initiatives cannot be separated from their EU media and
cul tur al policy geneal ogy that has potenti
OEuropeand t heme. ifdirelation bejweenfaitisticacreatieity and t h e
European cultural and integrational policies is a distinctive topic that deserves specific
in-depth research. Still, it expands beyond the scope of this dissertation, which has
favoured to address the aestbgtractices and symbolic dimensions that define the
European soci al i maginary. Mor eover, sinc
transcultural consciousness about Europe, a range of media productions, which
reproduce structur es veonbt been taken rdaectly i6tot her i r
consideration.

The current cultural context in Europe has been also marked by an emerging
wave of Interactive Theatre initiatives that aim at involving members of ethnic minority
communities, refugees and new comers to Eeirap direct participants. As relevant
examples can be mentioned: Aarhus Theatre
Convention (United Kingdom), Dresden State Theatre and European Centre for the Arts
Hellerau (Germany). The objectives of participatohedtire are to shift from a
victimizing mode of representationd and aboutmigrants into empowering narratives
co-createdtogether withnew comers and community members, who participate as
citizens, personalities and professioridlgvhile the conceptualnal ethical dimensions
of interactive and community theatre can be understood in terms of transcultural
aesthetics, this dissertation does not explore examples of performative arts, since it
focuses on the interconnection between (new) media productiocuéincal dynamics.
Thus, the discussed creative initiatives constitute a broad compilation of media arts
including film, documentary, video art, muHicreen movingmage and interactive
installation art.A fluent shift between film and digital technolpdpas been suggested
by Friedrich Kittler inGramophone, Film, Typewritgf1999), Jay David Bolter and
Richard Grusin irRemediation: Understanding New Med{2000), Lev Manovich in

% See also Benita Lipps (edCulture. Shift: Creative Leadership for Audier€entric Performing Arts
Organizations(Brussels: Theatron, 2015).
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The Language of New Med{@001), Henry Jenkins i€onvergence Culture: kiére
Old and New Media Collidé2006) among others. Thus, this moda@imediationof
visual media as a constituent impulse of the imaginary has been used as the conceptual

framework for the variety of selected artworks and medium specificities.

1.8 Outine of structure and chapters

The dissertation is organized in three main parts: literature review on transcultural
imaginary (Chapter 1), a conceptual model on transcultural aesthetics (Chapter Il) and
case studies analysis (Chapters Ill, IV and V). @drag addresses theoretical
perspectives on transculturality, especially studied within the conceptualizations of
Mikhail Epstein (1995, 1999) and Wolfgang Welsh (1999). It also explores the
constitution of a transcultural imaginary (Ellen Berry, 1999)rafation to four
interconnected conceptual dimensions, which have been empirically supported by
examples of creative and artistic expressions.

First, the transcultural imaginary is studied in terms of spatiality and-socio
spatial identity formation. The oceptualizations of a liminal, ihetweenthird space
where hybrid identities are constitutddomi Bhabha, 1994) is related to the notion of
real-andimaginedthirdspace(Edward Soja, 1996) which evokes a multiplicity of co
existing perspectives intrinsior the transcultural paradigm. In correspondence, this
theoretical basis is translated into the firsins-coding modality i representation of
transcultural identities and processes of transculturatdiscussed at the beginning of
the second chapteifhe theoretical discussion is supported by the documetary
Colonial Hangover(Sunny Bergman, 2014) and the art installatibtouse of Eutopia
(Filip Berte, 200G 2013).

Second, the first chapter outlines the transcultural imaginary as-#nxin
relationship between global and local cultural flows (Arjun Appadurai, 1996) and
reverse flows (Rob Kroes, 2002) thatexast in arhizomaticpotentiality (Deleuze and
Guattari, 1980). Within the second chapter these theoretical aspects are projected into
the second suggested modalitgrosscultural sampling of signs and repertoires, which
performs arans-codingand subversive function. For instance, the sampling of cultural
codes into a creative ut 6 ({Gmi xempl oy Dick Hebdigeds rh
expression of symbolic resistance, as exen

graffiti on the ongoing refugee crisis in Europe. Sampling of cultural repertoires is also
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a creative gesture, which constituteshird spacebetween cultures, e.g. betare
Europeanand neEur opean senti ments as often el ogque
cinematic expressions such @eossing the BridgeThe Sound of Istanbi{2005)and
TheEdge of Heave(2007).

Third, the first chapter tackles the interconnections b&twé&anscultural
imaginary and the concepts of cultural citizenship (Nick Stevenson, 1997) and critical
cosmopolitanism (Gerard Delanty, 2006) that emphasize the critical and educative
potenti al of citizens® de moc ramslatedcintothme di a a
second chapter, this conceptual background reappears within thetrémetoding
modality of critical media participation vi@ncodingdecodingencoding cycle of
generating new meanings and alternative discourses. With this regarg, JéaRins
(2006) recognizes the democratic and deliberative potential ofgeserated content,
whil e Nico Carpentier (2011) offers a direc
distinction of media participation at structural and content levele theoretical
dimensions on critical media participation are exemplified by the transmedia
community art initiativesThe Green Screen Diarie015) andU-CARE: Urban
Culture Against Racisnm Europe(2012i 2014).

Fourth, the first chapter completes tlegploration on the constitution of
transcultural imaginary by introducing theoretical perspectives related to processes of
nonverbal, experiential and somatic cultural affiliation vidermediate spacesf
transculturation between internal and extesyahbolic structures (Maya Nadig, 2004).

In the second chapter, this theoretical stance translates into the fi@nstoding
modality of embodied transculturation. Several levels of embodiment can be
distinguished: haptic representation (Laura Marks020@nmersive environments and
affective images (Mark Hansen, 2004) and disruptive and intellectual montage as tools
for extending transcultural perceptioBuhr and Willerslev, 2033 In addition, the
theoretical discussion is supported by the mowmgge examples of the documentary
ShipwreckMorgan Knibbe, 2014) and the dowakannel video installatioBuropean

Union Mayottg SUPERFLEX, 2015).

Chapter IIl explores as a case study the travelling exhibitioiied States of
Europe(U.S.E) by analysing ¥e of the featured video artworks that most lucidly deal
with processes of transculturation. Moreover, the analysis engages the U.S.E interactive
laboratory, which is the participatory component within the project. Chapter IV delves

into the analysis of 1%ideo remixes produced at theemapping Europé& Remix
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Project creative ateliers in Spain, Poland, Turkey and the UK. Apart from the analysis
of the featured videos and remix media works, the discussion presents a brief history of
migration and overviewfahe mainstream media discourses on migration within each
of the participating four countries. Furthermore, the aesthetic analysis of each media
work is contextualised within comparable aesthetic approaches from a (media) art
historical perspective. Thexgloration of the projecRemapping Europalso includes
analysis of the liveeinema performancé u r o v stagéedoyrihe artists collective the
European Souvenir€hapter V studies the art investigative projébe Machine to Be
Another by introducing he discussion with an exploration of neuroscience research
experiments on the generation of embodied empathy. Next, the interrelation between
interface design and virtual empathy is studied within severalha Machiné s

scenarios of interaction, inclugjra phenomenological account of the art project.
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2. Transcultural imaginary as a model of European social imaginary

Todayos European soci al real ity has been
migration and terror that foster a rigid segtegabetween Self and cultural Others. The

rise of rightwing populism, ongoing violence and terror attacks, loss of empathy

towards refugees and newcomers, the Brexit vote and expected wave of referenda
across Europe, are the multiple twisted reflectiohfutile attempts for integration in

European societies. The cultural dimensions of integrational strategies and potential
peaceful coexistence are still dominated by national concepts and social constructs,

which reproduce dynamics of exclusion instead coeating a space of mutual
understanding. Mainstream media has constructed a European social imaginary which
maintains stereotypes, prejudices and discursive hysteria towards the Other, while fear

from the Other emerges as the mirror image of-cafitrel Europe. However, as
Umberto Eco has put T AThe Third Worl d
coming in, whether EU{°rWhpeeEuropa has hecome ant o or
immigration continent, it has failed in creating inclusive immigration pegdi@nd a new

European narrative and European consciousness that subvert forms of discrimination

and intolerance. With this regard, Kenan
become symbolic of the disruption of communities, the undermining of identhies,
fraying of the sense of bel ong%® Mgeovet he pr o
according to him, AFortress Europe has <cre
continent but an emotional oneté@a r ound Eur opeds “wmtechthkee of hu
ongoing refugee crisis has emphasized to a maximum extent. At the same time,

Al sl amophobia has bec o meespactatde fornd of préjudigeo | 1 t i ¢
(ép component of Eu r*oap KadHafezpoonsidersaHafezcalsd t ur e o
argues hh a t cul tur al racism (racism Oowithout r
religion) is not even recognized as racism and generally trivialized. In this sense, Bernd

Reiter criticizes present Europe for being conceived not as a civic project, butarather

ethnic one;:

% UmbertoEc 0An AiUncontrol |l abl e Narope:rCio$ed Bobre or ©pee ArmsPd i n
EUNIC Yearbook 2014/15 (Goettingen: Steidl, 2015), 210.

“KenanMa |l iEkur ofpe6s Sense Ewodpe: ElasedaDodrst oy ®peri Arm&EUNIC

Yearbook 2014/15 (Goettingen: Steidl, 2015), 41.

*Ibid., 46.

“2 Kai Hafez,ALi berty, Equal i tEgropa: rChsed Doore dor ©pea ArMEUNIC i n
Yearbook 2014/15 (Goettingen: Steidl, 2015), 31.
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By defining belonging along ethnic lines and descent, it [Europe] also becomes a

raci al project in that it creates O6raced6 by ex
into the category of excluded, disrespected, undesirable Others. So Europe is

creatiAnSg a racial project because ethnically defined nationalism has become the

norm.

Meanwhile, the most severe criticism and failure of the European piojbet
British vote to leave the EWU is expected to reinforce #ationalization of European
pol i tics. According to I|van Krastev, t he h
comparable only with the fenification of Germany after the Cold War. However,
ABrexit i-wniGfeirammatni ¢'re in reverse. o

The sketched out perspectives reveal therkég; which culture can play for+e
building empathy, sense of belonging and cmdtural understanding across Europe.
While, mainstream immigration and social policies have favoured integration of the new
coming Other (such as assimilation), but weansformation of the welcoming Self,
Europe needs to redefine its conception of integration as a twofold, dialogical and cross
cultural process. In this sense, Europe urgently needs the constitution of a shared
semantic spheré a social imaginary which overcomes xenophobia, discrimination
and intolerance, and rather fosters plurality, diversity and recognition of difference.

While multiculturalism has rat®as funct
Amartya Sen has put it, the transcultural model ofiermore viable solution for
building a new European narrative and senses of belonging. It provides a shift towards
creating an inclusive social imaginarya transcultural imaginary which allows for a
dialogical and empathic relationship between Self@tieer. Then, the urgently needed
cultural integration in Europe should be reconceptualised as a transformative process of
transculturation. As argued here, such transcultural dynamics has been initiated and
exemplified eloquently by the work of Europeatists and creative makers, who have
expressed concerns about Europeds <cont empc
signifies the emergence of a common aesthetic language, which can be defined as

transcultural aesthetics.

“Bernd Reiter, AA Pac tin Euwdpe:tClosBdkDoors or ©Open ArmSOICi et y O
Yearbook 2014/15 (Goettingen: &tk 2015), 71.
“l'van Krastev quoted in Boffoli, Christopher fBrita

http://www.politico.eu/artile/britainsout-nowwhatbrexit-symposiurpolitical-commentatorgexperts/

(accessed 1 July 2016)

“Amartya Sen, fAThe Uses and Abuses ThefNewMepublic cul t ur a
02/27/ 06, 2829, online: http://www.pierretristam.com/Bobst/library/v&8.htm (accessed 1 August

2016)
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Thus, the objective of this opery chapter is to outline the theoretical
dimensions of the transcultural paradigm and to set out the conceptual background for
the upcoming discussion on the constitution of transcultural aesthetics via creative
practices oftrans-coding which will be futher tackled in the following sections. The
conceptual frameworks on transculturality will be later projected into the analysis of
crosscultural artistic expressions, mediated experiences and cinematic representations
of transculturation that the discuddeuropean creative initiatives involve.

The first subchapter aims to define the relationship between the concepts of
transculturality and kbetweenness and to trace how far their meanings intersect within
sociological approaches, postcolonial studied postmodern debates. The next-sub
section will position transculturality (as a cultural philosophy) in the context of cultural
studies and will explore its theoretical dimensions. The third part of this chapter will
address the constitution of a transerdl imaginary in terms of spatiality and ongoing
potentiality for constant transformations in a #verarchical order. Consequently,
theoretical views on global cultural flows and reverse dynamics will be under
discussion. Next, transculturation will bensidered as a modality of transcending inner
and external cultural differences. Furthermore, this psychoanalytical understanding will
serve as a basis for proposing that processes of transculturation could be achieved
through somatic involvement with lture. The last part will concentrate on the relation
between transcultural imaginary and cosmopolitan imagination and investigate how far
they share similar socicultural dynamics. Finally, the chapter will argue that the
transcultural model is relevarior comprehending contemporary European cultural

processes antediascape

2.1 Transculturality and vectors of kibetweenness defining the concepts

The concept of transculturality as a modality of understanding the other has been often
defined as synoymous to notions of hybridity, cosmopolitan ethics and cultural
syncretism. The various diapasons of understanding the term draw attention to the fact

t hat the notions of Atranscul ture, 06 Atrans
been applied ierchangeably in cultural discourse. Drawing certain distinctions
between the different incarnations of the concept is necessary for understanding its

connotative potential and contextual usage.
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The authors offranscultural Experiment$1999), Mikhail Epstin and Ellen
Berry, trace the historical emergence of
sociology and anthropology and explore its contemporary uses in postmodern theory,
postcolonial studies and the interdisciplinary sphere of cultural stussementioned
by them, the Cuban sociologist Fernando Ortiz has been recognized as the first author
who coined the term fitransculturation, o0 w
hybridization and fusion of cultural elements within Aftaban culture. Ortiand his
followers in Latin America emphasized the dynamic processual character of culture in
comparison to Westerruldmuderss toarRekifregsr i oifg fi w
article Transculturating Transculturatiorf1991), Epstein and Berry outlineaththis
early usage of the concept concerned not only meaning, but also political positioning. It
implicated the crossing of oppositional binaries, such as periphery and centre, and
determined cultural identity as an unstable, dynamic and ongoingtrecion.
Accor di ng theotheofyaoy fransculturatiof é delineates the process by
which symbols, discourse and ideology are transformed as one culture changes through
the imposition or adoption of another and examines the historic and-suitical
forces that produce local meanini8

I n this sense, by referring ctltoralighr j un Ap
(usually attached to prefixes like-pinter, mult-) fidesi gnates a featur
involving identities consciously in the makin® it could be concluded that Ortiz
agenda shoul d be rat her ar t i cQultugatiseyd i n t
according to Appadurai, represents identity politics of conscious mobilization of
cultural differences at national or transnational 1&¥&lollowing this train of thought,
Donal d Cucciolettads anal ysi s of Fernando
According to Cuccioletta, Ortizés transcul f
of two simultaneous phasésdeculturalization of thegs t and a m®tissage
present. Thus, reinventing a common culture is based on intermingling between
di fferent peoples and cultures. Thi-s defir

dimensional (the self), but recognizes it as multiple, in rappidntthe othef*

“Di ane Taylor, i Tr ans c uRetfouming Aris dogrnallMagp 1981y, Qliquoted at i on 0
in Ellen E. Berry and Mikhail N. Epsteiffranscultural Experiments: Russian and American Models of
Creative CommunicatiofLondon: Macmillan Press, 1999), 4.
i; Arjun AppaduraiModernity at Large: The Cultural Dimensions of Globalizati®B.
Ibid.
“Donald CucciolettaanéMultiucaltsesmal To9mands T Ta Cos mop
London Journal of Canadian Studje$01/02 Vol. 17, 8.
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Since 1970s the concept of transculture has become central in postcolonial
contexts. For I nst amperial Eyelsa Mnavel Moittng anel  Pr at t
Transculturation( 1 992) wuses the term to deswcedbe t he
where a dominant and a subordinate culture meet, clash and intefBuoen,
transculture can be also read athiad culture between asymmetrical power relations
from feminist or postcolonial perspectives. The concept of the postcolonial has provided
a conceptual repertoire to facilitate an understanding of processes of global
transformation and transculturatioh.Furthermore, as Stuart Hall has written, the
postcol oni al perspective of-repdaghedipariesiasn g t he
forms of transculturation, of cultural translation destined to trouble the here/there
cul tur al b i °h Morebvers the fpostc@onial perspectiveemerges as a
relevant conceptual toolbox, since European societies aggpegiencing recurring
processe® f stigmati zati on, exclusion and other
were once used against Jews and later against South Asians and Caribbean immigrants
are now being ai med at°>asendnMalikpoiatnalit. East Eur

In the frameworkof postcolonial studies it becomes relevant to consider Homi
Bhabhads <celebrated i n t Wee LAc&iOn0od €ultucconcept
(1994). Bhabha has introduced a dialogical m¥desat explains the production of
hybridity along the clash of twoultures, in the interstice between discursive fields, and
bet ween cul tural di fferences. I n Bhabhads s
but something else besides;betweed™ a new entity, which is constantly shaping in
between cultural coakts. Thus, new meanings, social relations and cultural identities
are negotiated in a liminain-betweenspacei a third space® F o r Bhabha, it
importance of hybridity is not to be able to trace two original moments from which the

third emerges, ratheny br i dity is the o6third spacebd wt

¥ Mary Louise Prattimperial Eyes: Travel Writing and Transculturationdon: Routledge, 1992), 4.

*Ann Brooks, fi Re c 0 n dienpand éntitg ilssugs oR &rpnscelsiraliBnt and
Transnationalism, 6 in the Intersection of Feminism
Cultural Theory: Classical and Contemporary Positiofisondon, Thousand Oaks, New Delhi,

Singapore: Sage Puddhtions Ltd., 2007), 189.

Stuart Hall, AWwWbkeoniwalsdo? hBhifiploisng at the | imit,o i
The Postcolonial Questior{London: Routledge, 1996), 247.

®Mal i k, Kemamedsi Sense Euwope: GlasedaDors oryOpen ArmsEUNIC

Yearbook 2014/15 (Goettingen: Steidl, 2015), 44.

Based on Mikhail Bakhtinés dialogical principle of
> Homi BhabhaThe Location of Culturé_ondon: Routledge, 1994), 219.
*® Ipid., 369.
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emer°§’ehe® 6third spaced then resembles the ¢
terms>® It also functions as the realm where cultures not simply assemble into a
bricolage, but transforneach other and generate newness. Thus, as a recent study
suggests, transculturality, as a cultural philosophy, can be understood in terms of a
Aconstant | y n eigdotmulatipre whichhgyabps wetl the dynamic nature
of the transformative paess of cultural mixes, permeations and networkifigs.

Recent uses of Atranscultureodo, according
to the conditions of transnationalism, global communication, movement of
multinational capital and the emergence of navbjectivities as response to global

framewor ks. Thus, transculturation can be

a)

attachment, and belonging shaped by particular supranational or translocal
collectivities, o and s udmd eommunicatidn, which b as e d
constitute a cosmopolitan ideal. The ideal
development of a kind of global empathetic and ethical capacity to extend ourselves
i maginatively in relation asmtit?Regardingthel ot her
potential political agenda of transculturation, transculturalism can be seen as a new form

of humani sm based on the recognition of t

Further mor e, At his pr ocedgherleads inevilablyotgai zi ng
cosmopol it a’hMobile and maprosahiritepcondectedness as a basis for the
devel opment of transnational forms of <citi :z

imagined communitiegan be also conceptualized adtple imaginary attachments to
other culture§? As Kwame Anthony Appiah has suggested, cosmopolitanism is the

*Ho mi Bhabha, fi Tih ldentifyhGomrdunit$, (Caltare, Differencedited by Jonathan
Rutherford (London: Lawrence and Wishart, 1990), 211.
* The correspondence betweéhird spacé and contact zon@has been already established by Bill

Ashcroft in his artWradltd nigCa Ini bt dBoednsihibstiog dctk€ phacc e, 0 i n
Spaceed. Karin lkas and Gerhart Wagner (Routledge, 2008)12@7

®Cat hy Covel Waegner, AEthnic TsWestphdlia Vingiaiad, Peosp s at Sc
and Autobiographical Novel or Can Transcul tur al |l mpul ses Serve/ Sa\
Covel Waegner et al. (eds),r anscul turality and PerceptHieores oof t he

and fA-Bemeso i n Vir gi-Westphal@Mevcabtle upprhTynB:ICdmdge Scholars

Publishing, 2011), 109.

®Berry and Epstein quote Bruce Robbi n€ddmogddtt:i ni ti on
Thinking and Feeling beyond the NatioRheng Cheah and Bruce Robbins (ed84jnneapolis:

University of Minnesat Press, 1998%-6.

®®Donald Cuccioletta, AMulticulturalism or Transcul't
London Journal of Canadian StudjexX)01/02 Vol. 17, 9.
“?Ellen E. Berry, f6A Transcul tur al.Epseaganscaturgi, 06 i n EI

Experiments: Russian and American Models of Creative Communic@dtmmon: Macmillan Press,
1999), 172.
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state of being %% ingevga dultues andi communited. 5The
interrelation between aspects of cosmopolitanism, cultural citigensdnd
Europeanization will be further explored in the third -shlapter, which will reflect on
the construction of European imaginary as a transcultural imaginary and will set the
context for understanding the role of creative expressions in its canstitut

Correspondingl vy, Epsteinods and Berryos
transculturality is tangible in accentuating the transformative potential of the concept,
which becomes obvious within creative communication. Thus, they suggest that
transculture sbuld be understood in terms of (creative) experiment and interference
(that has both deconsttiwe and productive charactéryit may be conceived both as a
mode of existence or cognition on the borders of existing cultures in their overlapping
potential spaces, and a mode of cultural productivity involving the dialogue and
interference between representatives of various cultural tradéfions.

A recent creative experiment, which expresses both a deconstructive and a
productive character, is the document@ur Colonial Hangover(2014) orZwart als
Roet/Black as Soadh original version, by the Dutch filmmaker Sunny Begman. Her
artistic investigation is a stark critique on Zwarte Piet/Black Pete tradition that Dutch
kids and society celebrate each Decemdn@und Sinterklaas (Saint Nicholas) eve.
According to the ritual, Sinterklaas arrives from his hideout in Spain on a steamboat,
being accompanied by a bunch of clownlike senraipersi the Black Petes.
Sinteklaas rides above the rooftops, which Blacte®bave to climb down in order to
grant good kids with a present, put in a shoe left near the chimney. Each year Dutch
citizens reenact the tradition by dressing up as the funny, a little bit clumsywdttéid
and speaking br ok e ok sé&wvant.cThe oises perfaming IZwaates 6 b | a
Pietdés charact er -upandredlipstick, a burlypAfrckkwigaanceweana k e
Renaissance style attire, big earrings and the corresponding silly attitude. The all
encompassing repertoire of the Black Petgeeience economy involves black
chocol ate figures, kidsé toys and carnival
racism production.

While the Zwarte Piet custom is considered as intrinsic part of Dutch culture, it

has stirred an internationalommt r over sy and an appeal by
“Appiah defines cosmopolitanism as firootedd in oppoc
attitude implies lack ofommunal or cultural affiliations.

* Ibid., 10.
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Committee on Racial Discrimination urging the Netherlands to reconsiders its Black
Pete Christmas celebration, because many see the tradition of white people wearing a
bl ackface as a instande]ngnerities vith Suriramese, pntillkan F o r
and African descent perceive this celebration as a legacy of colonial discrimination and

racism®®> The case has been surrounded by a number of civic actual and online protests,

some raisingsthaciBimdcls| Pgtaen,i whil e ot hers
an innocent festivity for children and int
decision in favour of the former position

higher administrative court.

I n this context, Sunny Bergman gquestion
tolerance and inclusion. Her artistic intervention, involves her wearing blackface make
up and Black Pete costume herself within public spaces in London, such as Hyde Park.
In this sense, she tests the racial connotations of this Dutch festivity within different
social and cultural settings. Londoners meet her performance with perplexed and intense
reactions, including a statement by the English comedian Russell Brand thaPBtack
represents Dut ch Afcol oni al hangover. o0 The
(unconscious) practices of everyday racism and evokes symbolic decolonization of a
persistent Eurocentric soci al i magisary. I
for dialogical coexistence and negotiation of cultural difference in the shape of
transculturation between European Self and cultural Others. Tbus, Colonial
Hangovebs transformative potenti al provokes t

cultures andh transcultural European imaginary.

e o
1921

@ @--- <
-

Fig. 1.Sunny BergmanQur Colonial Hangovefcolour, 55 min, DCP, 2014) Trailer:
https://www.youtube.com/watch?v=LBLBxb29maw

% See also Aljazeera AmericButch Must End Black Pete Racial Stereotypes, UN race Bias Body Says
in Aljazeera America28/08/15 online:http://america.aljazeera.com/articles/2015/8/28/dubcistend
blackpeteraciatstereotypesin-body.html(accessed 5 July 2016)

36



https://www.youtube.com/watch?v=LBLBxb29maw
http://america.aljazeera.com/articles/2015/8/28/dutch-must-end-black-pete-racial-stereotypes-un-body.html
http://america.aljazeera.com/articles/2015/8/28/dutch-must-end-black-pete-racial-stereotypes-un-body.html

Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

In conclusion, this dissertati supports an understanding of transculturality,
which should be read not as a compilation of cultures (rather suitable for the
multicultural idiom), but as the transformation of cultureégyondthe natiorstate
framework of reference) and the emergeméenew cultural entities within cross
cultural and creative interaction. The following sthapter will theorize further the

concept of transculturality by positioning it in the broader context of cultural studies.

2.2 Theoretical perspectives on trandturality

The authors of the recently published stiéaigm Interculturalism to Transculturalism

(2010) identify an emerging shift towards the paradigm of transculturality within

cultural studies. A conceptual translation from postcolonial studies iskatzhed out.

Furthermore, it can be argued that the transcultural epistemology has overcome the

binarism of early postcolonial studies and presented the conceptual framework for

understanding cultural differences and perceiving the 8th€hus, the transdtural

paradigm emerges as a relevant conceptual framework for transgressing binary

oppositions between Self and Other in today
From a theoretical standpoint Mikhail Epstein positions transculture between

two contradictory aspectshdt he envisages in the postmodernist paradigm

deconstruction and mul ticul t ur adtructsralist Wi t h

philosophy, deconstruction opens the possibility for constant reconstruction and

redefinition of meaning and identiie Thus, cultural identity is not a matter of origin,

but of constant reformulation of differenc

of origin.o Contrarily, according to Epste

essentialism.par @aldios ©@if ntpeorsntamdoder ni tyo bet

(stressing roots and collective identities) and deconstruction (stressing lack of origin and

internal differences) is where transculture arises as a resolution between both.

Simultaneously, it allows forecognition of the existing origins of cultures, since these

are the basis for further transformati on,

deconstruction. I n Epsteinbés view:

it is in this space of internal tension between multiculturalism and deuaotish,
bet ween origins and disorganization, where the

% See further Heinz Antor et alrom Interculturalism to Transculturalismiviediating Encounters in
Cosmopolitan ContextsHe i del berg: Universit2tsverlag Winter Gmb
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for this purpose books, films and all sign systems are created: to dissolve the
solidarity of oneds meat urhe, exmedso¥indken toift yitared o

In this sense, Epstein suggests that transculture can be understood as the theory
of positive othernessvhich gives positive value to the experience of transcendence or

the othering of this world It is beyond a model of multiplicity of collectiveddtities

that can be tolerant but not interested in
model of i nherently fAmulticultural o indiuvi
coll ecti v® Therdfare) Epstein effers ta reading of transcality in

opposition to multiculturalism, considering the latter as an emphasis on the significance
of inborn differences as generators of identity construction. Contrarily, transculture
i mpl i es t hat cul tur al devel opmeg thoset r ansf o
characteristics that one | acks in oneds or
extensive work on cultural identity (which will be further studied in the second chapter),
Epsteinds position coul d b e traosoultyal igentiynt ed wi
is not simply a matter of° fibeingod, but most
Mor eover, by articulating further Bhahbh
Epstein conceptualizes transculturality as the difference in identity shaping, which is the
state of being different not only from ot
envisages that one can liberate oneself from dependence from the native culture and
therefore experience the freedom to perform the other cultures that one has acquired.
Accor ding to Epstein, from a o6éculturological
representative of other cultures within one
oneds native culture within the eitsétmers. The
of which might originally exclude one another, could be seen as the essence of
transcultural existence. A step further, Epstein conceptualizes the state of being
di fferent from onedbs own self, not lonly fr
integration® Wi t h this regard, Epsteinds thesis ¢

model for building crossultural understanding and cultural integration in Europe.

®Mi khail Epstein, ATransculture in the Context of
and Mikhail N. Epstein,Transcultural Experiments: Ruas and American Models of Creative
Communicatior{London: Macmillan Press, 1999), 84.

®® |bid., 87.

®StuartHalli Cul t ur al | de nt ldentyy: Comnaunit), iCaltsrey Diffeeencey. Jonathan

Rutherford (London: Lawrence and Wishd$90),222-3.

™™Mi khail E p s ti &ultorglogyfi Qu latnusrceu | After the ,Fdturei The Paradoxes of
Postmodernism and Contemporary Russian Cul{@nmherst: The University of Massachusetts Press,

1995), 28@306.
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Similarly, Tzvetan Todorovds thesis on plu
cul tur al Il dentity Andoes not | ead to wiping
consists not in a list of proper names, nor in a repertory of general ideas, but in the
adoption of one common a'tQuitutalindegrabh,mhent he f ac
becomes a transformative process of transculturation between Self and Other, which can

render Europe as a space of transcultural existence.

Recognizing Epsteinbés contribution, It s
also among the centralpponent s of the transcul tur al di
puzzling form of cultures todayo has emerg
terms of mul ticulturalism and intercul tur

perception that cultures shld be studied beyond the traditional duality of foreignness
and ownnes§ ibeyond both the heterogeneous and
transculturality is the relevant model for understanding contemporary cffiture.

According to Welsh the concept afterculturality reflects the ways in which
cultures may interact with one another. However, he discovers the deficiency of this
concept in the fact that cultures are still perceived as separate spheres, which indicates a
structural inability for effectivecommunication between these cultures and rather
generates intercultural conflicts. Welsch has similar objections to multiculturalism:
although it recognizes the existence of different cultures together in one
society/community/state, it still proceeds frothe idea of clearly distinguished
homogenous selfontained cultures. Furthermore, multiculturalism even strengthens
barriers between cultures. Reflecting further on interculturality and multiculturality, he
claims that both concepts signify rigid bouridar between cultures even if
information has been exchanged through the boundaries, no change takes place as a
result’”® His idea considershe internal complexities and dynamics of every culture, as
well as recognizes the degree to which cultures arenieg inseparably linked with
one another and characterized Hoybridization Af or eveothercdtwdst ur e, é
have tendencially come to be infeont ent o ¥ This @apeehsl due¢ ®s . 0
intensified migratory processes, global systems of commatioic and economic

cooperation. Thus, categories, boundari es,

™ Tzvetan Todorovii Eur o p e a n r. INdtteam Brachey) aSoutht Central Reviedohn Hopkins

University Press 25.3 (Fall 2008)15, 7.

2 WolfgangWelsch Tréinsculturalityi t he Puzzl|l i ng For m Spdces 6fiCllture:r es Todze
City, Nation, Worlded. Mike Featherstone and Scott Lélsbndon: Sage Publications, 1999), 194.

" Ibid., 196.

™ bid.
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and Afamiliaro are becoming irrelevant. We

have the features of homogeneity and separateness:

They have mstead assumed a new form, which is to be catltsculturalinsofar

that it passes througttlassical cultural boundaries. Cultural conditions today are

| argely characterized by mixes and permeations.
seeksto articutae t hi s al tered cultural constitution (é
no | onger l'imited to nationally based culture
becoming more and more work on the integration of components of differing

cultural origins”

<

At the samdime transculturality should not be understood as the unification of cultures:

it is, rather, intrinsical I’ highidegleeeadd wi t h
cultural variety exists just like in traditional single cultures. However, the ditfesen

are no longer articulated through a juxtaposition of clearly outlined cultures, but result
between transcultural networks. These have both common and diverse aspects
showing overlaps and distinctions simultaneously. The process we are witnessing is a
process of coexisting unification and differentiatién.

Welsch goes further, claiming that transculturality encompasses globalization (in
terms of universalization) and fragmentation, being able to cover both the global and the
local. Therefore, it canebassumed that Welsch understands transculturality as similar to
glocalizationi in the way it has been studied by Roland Robertson as a dynamic model
between global and local tensions, which has replaceeexstng debates on
universalism and particulam.”® It can be further suggested that an alternative reading
of glocalization as a process of transculturation and vice versa can be mapped in the
third space, in between global and local dynamics.

In this sense, European culture should be understoaddadogical process of
transculturation between | ocal and global c
traditional oppositional others, such as American culture, Asian culture, Islamic culture,
are becoming intrinsic impulses of European cultanel social imaginary. In this

direction, the following suechapter will reflect further on the conceptual dimensions of

" Ibid., 1978.

"Wolfgang Welsch AGoing gl obal dhe Conteraporarg BStudy uof Lult@ré i n
Bundesministerium fer Wi ssenschaft u. Ver kehr
Kulturwissenschaften (Wien: Turia + Kant, 1999), 205.

7 ki

Ibid.

®Victor Roudometof and Ronald Robertson, fThe Spac.

Amer i ¢ ani Araeridaro Qultude ini Burope: Interdisciplinary Perspectived, MikeFrank G.
Epitropoulos and Victor Roudometof (Westport: Praeger, 1998), 187.
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the notion of transcultural imaginary and its relationship with spatiality, cultural
globalization and subjectivity.

2.3 On the constructn of transcultural imaginary

The following section will contextualise the concept of transculturality within the
broader discourse on globalization. The -shbpter will revisit existing ideas and
introduce additional aspects in understanding the catistit of transcultural
imaginary. The discussion will engage the notions of spatiality, global flows,
cosmopolitan imagination ansocial imaginary(drawing broadly upon theories by
Cornelius Castoriadis, Charles Taylor, Jacques Lacan and Benedict Anderdosill
examine their interconnections. Furthermore, a relationship between the phenomenon of
glocalization and processes of crasstural exchange of globally travelling signs and
their recontextualiation in different localities will be establishelausl the reflections

on transculturality in European creative projects, as the scope of the final chapter, will

be initially envisaged on a larger scale.

2.3.1 The place and the space of (trajwulture

The O6spatial t urnd i nding af the geppmlitical £tirapélan e s e v ¢
territory that involves the symbolic and the experiential dimensions related to the
physical place. It also implies a perspective towards Europe, which considers a
redefined timespace relationship in the process of glaaion: if modernity can be
articulated through timéased historicism, globalization is tlepoch of spacethe
epoch of simultaneitgs Michel Foucault has stat&din their study on globalization

and glocalization Roland Robertson and Victor Roudometpbint out that this
reformulated timespace relationship is intrinsic for the construction of idefifity.
Moreover, the authors of theeflexive modernitysuch as Zygmunt Bauman, Ulrich
Beck and Anthony Giddens have extensively elaborated on the effgtdbaflization

upon the timespace correlation and how litas transformed identity intanstable,

unfixed, fragmented, ambiguous aliguid entity, which is constantly in a process of

“Mi chel Foucault. @AOf Ot heDiacrifice, adat. €6 nool (Spring,n886), Jay Mi s
22-27 http://links.jstor.org/sici?sici=0300

7162%28198621%2916%3A1%3C22%3A00S%3E2.0.CO%RBBaccessed 1Recembep014).

®Victor Roudometof and Ronald Robertson, f@The Spac:
Ameri cani zation, 0 185
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becoming; or, as Bauman remaikt talk about the problem of identityi t o fasser:t
pl eonasm, since identity? Fhenassueptions that onl y
subjectivity and cultural identity are never complete and in a state of becoming, is the
beginning of a transcultural mod&l.

In exploring further the link betweeglobalization, subjectivity and space,
Robertson and Roudometof borrow the conceptsafial spacecoined by Henri
Lefebvre inThe Production of Spacg 1 9 9 1) and | ater projected
perception of thethirdspace. The social spacei s a tiéallyi linkkde tdad of
sociospati al c o n f ipagyceivedtheicomarigedhnditheliveld spdce.n g t h e
The perceived space coincides with the empirical space of human interactions. The
conceived space concerns the representations of space,igd@ogical, political and
cultural conflicts take place. The lived space is the space of representation, which is
Ai nhabited and wused by <cultur al producers
provide the terrain for changing power relations within thehoe r t w& Thepaces . o
lived space can be perceived as the environment of artistic and creative processes, since
it can involve complex symbolisms, nerrbal and subliminal expressions. The spaces
of representation are also the terrain for the generatibn Acount er spaces, 0
resistance to the dominant order that emerge from their subordinate, peripheral and
marginalized positioninff* Central for Lefebvre is the transcendence of all spaces
within the social spaceand the blurring of the dialectids®etween conceived and lived
spacd the material world and our thoughts about it.

Edward Soja has expanded Lefebvreds fu
Ai magi nedd space i nhrding-asothermg that goestbeyorsdtar at e gy
dialectical synthas. One aspect of his strategy builds on breaking the binarism between
fa Firstspace perspective that is focused o
perspective t hat i nterprets this real ity
s p at i%aThen the thidspacecan be interpreted as raal-andimagined entity,
which encompasses the interrelated notions

environment, home, city, regi on, territory

81Zygmunt Bauman, AFr oor Pal §homt t i §@uastionssa Culturad ent i t y ,
Identity,ed. Stuart Hall and Paul du Gay (London: Sage Publications, 1996918

¥E|l 1 en E. Berry, ANomadi ¢ De sTranseulurabBxperimentsB3é.s cul t ur al
#®Roudomet of and Robertson, AThe Smpaared bemaevreiena rtihza tBi
183.

8 Edward W. SojaThirdspace: Journeys to Los Angeles and Other faadilmagined PlacegMalden

and Oxford: Blackwell 1996), 67.

% Ibid. 4.
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between the represtational strategies of real and imagined pl&t&herefore, this
research project has chosen to approach Europeeat-andimaginedentity, which is
creatively (re)constructed via artistic practices and expressions.

In the context of the controversyur r oundi ng Sal madhe Rushdi
Satanic Verseghe author was asked why he had chosen to remain in Britain despite his
criticism of racism and class control that he recognized in British society. Rushdie
replied that it was because he felt conngctet o i a n o i theeBritairBaf Blakeg i n O
Shelley, Orwell, C.L.R. James, Ken Loach, the Beatles, the Clash®’ etc.
Correspondingl vy, Chris Rojek offers an ext
Americao or fAanother Auosft rfad n catoh earnod ccuol ntnuerce
Tayl or 6s c o socia pnaginaryi® Waile betnd ceitical towards its utém
dimensions, which undermingolitical structures and economic pesy Rojek still
recoagni the arts, inhwhich th@ cultural imagiry perhaps achieves its most
profound expression, constitute a cultural universal with the capacity to dissolve the
many divisions and frictions of religion, race, ethnicity and polifcs.

This view directs us once again towards the definition oflithed spacei
Ai nhabited and wused by <cultur al producers
provide the terrain for changing pPower re
Similarly, the dimensions of an ideal space of cultural interaction and transfamnatio
Afanot her Europe, 0 can be outlined. This cul
lived space of artistic expression, where cultural codes, themes and repertoires transcend
beyond cultural boundaries and constitute a collective imaginary.

Toacertai n ddriglecéce of §pacg adeal-andimagined entity
resonates with Jean Bau drSimulhceramti®snulationn cept
(1995) opens with a reference dorge LuisB o r gfabke @bout the map which was

created so detailelay its cartographers that it covered the mapped territory completely

® Edward W. Soj a, iThirdspace: Towards a inNew Cons
Communicating in the Third Spaced. Karin lkas and Gerhart Wagner (New York and London:
Routledge, 2008), 50.

87 Chris Rojek recalls the famous controversy surrounding the author being a target of 1989 fatwa (calling

for Rushdie to be murdered). A vidwide Muslim protest rose against Rushdie and his novel, since it

carries religious elements which were interpreted as offensive towards Islam.

8 Chris Rojek Cultural StudiegCambridge and Malden: Polity Press, 2007), 26.

% Ipid., 1589.
% Roudometof ad RobertsonThe Space between the Boundarik&s.
"Henri Lefebvre along with Roland Barthes is an ear

mass media and consumer society.
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and in the course of its aging it could be confused with the®Te€@bntemporary
postmodern society, according to Baudrillard, is not one of copy and original, since the
reference to theeal cannot be traced batkthe real already exists in terms of its
mediated representation. The distinction between reality and representation disappears,
as the real is already a sigm hyperreaf®
From another perspectmawe . nadmeheampleresficr i t i c

directs to Homi Bhabhao s thimiogtasotheringalfowst he t hi
for a crihiacal choiler t hat speaks through i
Borges (who has become intellectually unavoidablepastmodern rhetoric) and
employstheevocati on of the Al eph as fAone of the
points. o0 Thus ,contbmatianal apermess and theecontineous potential
for critical exchange and multiplicity of perspectivebere issues can be addressed
without privileging one over the other:

the space where all pl aces are, capable of b €

everything comes together in the thirdspace: subjectivity and objectivity, the abstract

and the concrete, threal and the imagined, the knowable and the unimaginable, the

repetitive and the differential, structure and agency, mind and body, consciousness

and the unconscious, discipline and the transdisciplinary, everyday life and unending
history*®

Moreover, ashis subchapter has argued, it can be concluded that this dikast
multiplicity of perspectives, expressed through the metaphor of Aleph, is intrinsic for
the transcultural model.

House of Eutopigd20062013) is an art installation by the Belgian drasd
architect Filip Berte, which plays with per
work aims to reconstruct the historical, geographical, political and social margins of
Europe. The installation has been continuously under construction at CAMIBO
Centre in Ghent, Belgium between 2006 and 2GH®&use of Eutopias a sculptural
work T a threedimensional recreation of a house, composed of five rooms. Each room
is built separately, which allows for being set up and exhibited at external faumelg
locations. Thus, parts from the installation have been shown in Berlin, Prague, Poznan
and Utrecht. Each room is arranged as an installation itself, exploring a certain theme of

Europeds complex soci al real ity é@nnhks provid

“Based upon Lewis Carrollo6s I1story about a fictional
% Jean BaudrillardSimulacra and SimulatiofAnn Arbor: University of Michigan Presg,995), 3.
* Edward W. SojaThirdspace: Journeys to Los Angeles and Otheraadlimagined Places3.
95 i
Ibid. 56-7.
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sense, Filip Berte follows th@esamtkunstwenrinciple®®, which according to Bauhaus

School means that a buildingbs overall arct
design, arts and crafts, that should reflect and correspond to the.wiha&ach room

House of Eutopissets out a specific situation in order to confront visitors with the
boundaries of European place, in relative and absolute terms. Eaclinsialation is

released via a variety of mediums such as film, photos, paintmgs,objectbased

elements such as scateodels and viewing boxes. Thus, spectators are offered multiple

angles and media for regarding and experiencing Edfope.

The first room, built at the initiation of the project in 2006, is entiBedtected
Landscpe,constructed at the Houseds ground fl oo
archetypal landscapes, symbolising the themes of migration, protection and control of
Europeds out er and i nternal border s, asyl
integratcn® The second room (in the Houseds cel
Collective Memory Mass Gravé. is composed of viewing boxes with projections of
natural and urban landscapes and sites, which have been harmed in the past. Thus, the
installation provoks reflections on the social construction of memories, myths and
European historyThe third roomi The Graveyard r ef | ect s on Europeoés
boundaries and the social margins that define certain communities as outsiders. Berte
has travelled acrossodir citiesi Thbi | i si (Georgi a), Chi ki ntu
(Spanish enclave in Morocco) and Brussklsn order to shoot four films, which
observe migrants, refugees, asylum seekers and homeless people. The third room is
divided into four screening spacks showing each filmThe Blue Roomns the fourth
room, which shifts from Europeds O6peripher:i
up in Berlin, where Berte moved the Eutopia project in 2012. The walls of the room are
covered with all encompasgircanvas, revealing portraits of European citizens. This
room, set up on the first floor of the House, aims to function also as a mirror image of
European population and evoke reflections on European citizendhipite
Space/Mirroris the title of the fifb installation, positioned under the rooftébuse of
Eutopia.lt is situated in diametrical opposition with the cellar, both in terms of spatial

as wel | as conceptual di mensi ons. Whil e th

% Gesamtkunstwensan be understood as a contpmsive artwork composed of all other art forms. Early

uses of the term, around 19506s, appear in essays
compositions and aesthetics. Later, the term has been adopted by architecture in order to explain the
architectural principle of totality and harmony between landscape, building structure, interior and design.

9 See alsdittp://www.eutopia.be/abotitouseof-eutopia

% See also Protected Landscéyip://www.eutopia.be/landscape
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attic offers a lightop@ s pac e, where visitors can share
future. Thus, Berte remagines Europe as a dialogical space without boundaries.

Mor eover, according to him Aarchitecture ¢
medium to evoke empathy in tleep e c t*aBuildimg.acthouse is a gradual process,

which can be used as metaphor for building the European prbleate of Eutopia

recreates Europe as a thmehl-and-imaginedentity, which is constantly in a process.

The offered by Berte trajectoryetween past and future, geography and history, social

and political constructs, not only signifies that Europe is a project under construction. It
also reveals the active role that <citizens
the final White Spae/Mirror room emphasizes. Furthermore, walking down multiple

routes and obtaining different viewpoints towards Europe that the installation offers to

its visitors, conceptually resembles the multiplicity of perspectives intrinsic for the
transcultural padigm, which as earlier argued can be understood via the metaphor of

Aleph. Thus, by provoking the spatial imagination of viewdosise of Eutopiaims to

create ahirdspaceof interaction, and potentially transculturation that can be understood

as an ie@al model of European space and existence.

Fig. 2.Filip Berte,House of Eutopi§20062013)http://www.eutopia.be/abottouseof-eutopia

2.3.2The construction of social imaginary a process of transculturation
between global cultural flows and reverse flows
In the context of imaginative interaction between micad macre cultural flows,
Arjun Appadur the ilaginaiwom aka social praatice a global order

should be takennto consideration. IrModernity at Large: Cultural Dimensions of

% Berte, Filip, House of Eutopia http://www.eutopia.be/aHmuiseof-eutopia
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Globalization (1996) Appadurai analyses the production of transnaticualial

imaginary, constituted by a number of overlapping global cultural flows that he
conceptualizes asethnoscapes mediascapes technoscapes financescapes and

idioscapes.T he s e 0 s c atheefmid and arpuitous rature of signs, images,

goods and human populations across the globe. Appadurai deals with media and
migration as major diacritics for building a trg of cultural globalization where
imoving i mages meet H%eThe mintefdroe rof eldctiomiced vi e
medi ati on and mass migr aiteiveem fpioss PeTked li iomiatl I.
mediascapesas the central terrain of this paper, reter global production and

di stribution of media contents and the pro
images, narratives, and ethnoscapes to viewers throughout the world, in which the world

of commodities and the world of news and politics pre o f o u n d °yMediai x e d . 0
transformations offer the constitution of imagined selves and imagined worlds.
Furthermore, their interconnectedness with migratory process frames the imagination as

a constitutive feature of subjectivity. From the one hand, medigide resources for
selfimagining as an everyday social project. On the other hand, the imagination has
become a collective social fact, which is the basis for the plurality of imagined worlds.

The imagination, according to Appadurai is an active aadsformative potential,

which is central to all forms of agency, since they can symbolically rework the
projection of dominant cultures. Potentially new imagined communities and narratives

of gl obal cul tur al i dmaki hgo acbieved.€Husgp er i me nt
through the role of the imagination Appadurai presents counterarguments to theories
describing globalization as homogenization or Americanization. Globalization can be
understood even asl@calizing processwhich implies that socikoultural processes can

be studiedtranslocally®

Appadurad s thesi s becomes rel evant
European cultural dynamics and social imaginary, also in terms of a mediascape,
composed of global and local cultural flows.

Interrogating the Americanization thesis through studying the dynamic
relationship between the global and the local is also the central motiR®land
Robertsonds conceptualization of glocali za:

of cultural items in different locales via the appriation and production of local

19 Arjun AppaduraiModernity at Large: Cultural Dimensions of Globalizatieh
pid., 9.

%1bid., 35.

% bid. 17, 192.
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practices &hrdaktirnagd iitnitoonscoo.nsi der ati on Corne
that American capitalism involves colonization of g8weial imaginary Robertson still
insists that local cultures filter, appropriatend recontextualize global influences
according to their own frame of reference:
reconstructed vi' Thasdebates anlglobal Womogerizatiorsamd o
cultural imperialism can be revisited throudje forocess of glocalization, whose central
feature is f@Athe p%Hericd, asritavasialeeady sufgested ifi thee r e n ¢ ¢
previous sufrhapter the dynamics of glocalization can be interpreted as a process of
transculturation between the globabahe local.

Another author who has targeted the interdependence between globalised
cultural repertoires and their local interpretations is Rob Kroes, whose main work
focuses omMmerican culture and its transformations in #american and specifically
European context. ldentifying America as a semiotic centre providing ingredients of
which our collective imagination is composed, he defines American cultural repertoires
as Hflroemt i ng signifierso that can be Aresem
practices. As Kroes <c¢l ai ms: Anot only have
read them flawlessly, we have also appropriated those codes. They have become part of
our collective ¥Ymaginary repertoire.d
Thus, Kroesd per speasaprocess of gloadlizéitiorb Eheoreicalh r a s e
views that frame Americanization as homogenizing force of cultural imperipksrae
can be contested by his theory of freedom of reception at the receiving end. Moreover,
Kroesd thesis c ounhkody ofbaetivelanditrece redepiiancinaless a t
coding (to be further addressed in the following chapter) that emphasizes processes of
transculturation and the constituti of transcultural aesthetics.

In a similar direction, Ellen Berry considers transcullity as a realm among
Awhat i s actually happening in the global:i
potential, and SThis potemiality fot trartsfermation és.ervisaged
in the intersection of materiality, representation and imagimah t h a't Sojabs t|

encompasses and that Ellen Berry relates to the concepnsicultural imaginary

1%Roudometoff and Rabr t s on, iThe Space bet ween t he Bounc
Americanization, o0 187.

1% pid. 189.

1% pid. 190.

WRob Kroes, fAAmerican Empire and Cultural | mperial

Thomas Bender (edRethinking American History in a @&bal Age(Berkeley: University of California
Press, 2002), 306.
E] | en E. Berry, fANomadi c De sTranseufturahBxperimemsBs.scul t ur al
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which emphasizes the creative power of the imaginary as a generator of cultural
improvisation and recombination. According to Berry, the trams@ll imaginary
relates to a hypothetical or virtual space containing all existing cultures in their
Afdi screteness from one another, but al so |
merging, interferences, becom? Ales the and r e
transcultural imaginary should be understood as an ongoing cultural potentiality, which
is never complete and fully realizable. The infinite combinations of cultural forms and
fl ows resemble Gilles Deleuze amedsincE®l i x Gu
envisages that Acul tur al materials are not
time, but by the capacity to undergo constant transformations, permutations and
real i gHnDeleuzes and Guattari have suggested the rhizomatic model, in
opposition to a roetree model!* in order to conceptualize multiplicity of
transconnections in a ndmerarchical system. The vertical reote system, according
to them, entails essentialism and enforces binaries, such as centre/periphery. The
rhizome,contrarily, has no exact centre or unique point of genesis, but a diversity of
i nterconnected nodes. I't fihas no beginning
things, interbeingintermezzo '&*

Furthermore, Berryds obs ehevwttemeotrthatc oul d
imaginative transculturation is rhizomatper se since it does not structure cultural
influences in a hierarchical order, but functions as a network of multiple cultural
impulses. Then we deal with not a single cultural origin, but witerconnectedness
bet ween multiple cultural Arootso (in ter me
constant cultural transformations and multiple imaginary attachments.

In Pace with TimégDisruptive Creation, 2011) is a graffiti intervention cadi
out in Sofia, which has stirred a series of controversies in Bulgaria and internationally
since 2011. Since then its multiple (medium) incarnations have also triggered the
interest of international news media, street art fora and debates on creativPpst
Communist cultural heritage from Eastern Europe. In June 2011 Sofia woke up to
discover the Monument of the Soviet Army repainted into a superhero-upash

featuring Superman, Ronald McDonald, Captain America, Santa Claus, the Joker and

el | en E. Berry, fAA TmmwatmlEiperimensl0. | magi naryo i n
110 y4;

Ibid.
1 Borrowed from botany, the rhizome is a horizontal stem structure with multiple nodes and roots, not a
vertical roottree model.
YGilles Del euze AaThasar®lateaysor@onandtNaw York: Continuum, (1980)
2004), 26.
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Wonder Womancourageously waving the American flagover pained on its USSR
bronze sculpt. A caption bellow the heroic group composition was hand written in
Bulgarian language and statifigk e e p i n st e pTheaandnymous htehatt i me s .
point artists were nickrnme d Ot he Bul gari an Banksyd by n
country and abroad. Bul garian Ministry of
Russian circles declared the graffiti intervention as a pure form of vandalism. The
controversy surrounding the mament and whether it should be preserved as part of
Bul gariads cultur al memory and Sofiabs urb
art action. Erected in 1954 it commemorated the decennial anniversary of the liberation
of Bulgarian people from fammm with the help of the Soviet Army. Since Bulgarian
government had allied with Germany in World War I, the historical discourses on
Sovi et Uni on occupation have shifted betwe
latter being favoured after the cagise of Communism in 1989. Locked in this
di chot omy, Bul gariads historical amnesia h
fascist resistance movements, active during the WWII before joining the Communist
Party in 1944. Thus, the Soviet Army monumeiit stcupies an unresolved politico
historical, sociecultural and ethical context.

Certainly, howeverln Pace with Timéransformation of the Red Army soldiers
into Western pop culture heroes, expresses
identity and sociecultural environment driven historically by pRussian and later by
pro-American interests and incentives. The resemantization of American pop icons
(defined as fredloating signifiers by Rob Kroes) is indeed a creative gesture borrowed
fomBanksyobés early wor k. F Mapalm(20GAt eenplaysethe hi s f
characters of Mickey Mouse and Ronald McDonald, who happily hold the hands of a
terrified naked girli a weltkknown photographic image taken during the napalm
bombings in Vienam in 1972. Thus, by recontextualizing popular symbols of
capitalism and consumerism, Banksy creates a satirical picture, which criticizes US
foreign policy and the commaodification of war itself. In a similar manimeRPace with
Time attempts to establisa critical stance via combining global and local cultural
flows. Moreover, the initial art intervention has been later reinvented in multiple
rhizomaticvariations. In 2014 the Red Army figures were coloured in pink marked
with the captliogn zfeBwl gvariita empada n Czech. The
anniversary of the Warsaw Pact invasion of Czechoslovakia and the crush of the Prague

Spring in 1968 with the participation of Bulgarian, Polish and Hungarian troops. The
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pink colour was a referen@nd homage to the 1991 action of the Check artist David

Cerny, who painted the Monument of Soviet Tank Crews in central Prague in pink. In

2014 during the Ukrainian crisis, the monument underwent a Ukrainian twist by
repainting the main figure, the soldie Al i os ha, into yell ow and
colours). The graffiti intervention from 2011 became the subject also of multiple
intermedial referenseand transformations. Among them are a 3D mapping animation

of the monument, a short documentary direchy Anton Partalev that features the
anonymous artists from Destructive Creation collective, and multiple stage
performances and #enactments of theewh er o e s 6 ¢ o mplroRacetwitho n . Thu
Time exemplifies the rhizomatic potentiality for countless iprovisation and

recombination generated between multiple cultural flows.

-
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Fig. 3. Destructive Creatioin Pace with Timésince 2011) street art intervention
http://www.bbc.com/news/worldurnpe 26346901
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Fig. 4.Banksy Napalm(2004)
http://www.stencilrevolution.com/banksart-prints/ronaldmcdonaldand mickeymouse/

2.3.3 The interconnections between transcultural imaginary, cultural
citizenship and cosmopolitan imagination
As it has been cued earlier in the sliapter, the constitution of the transcultural
imaginary intersects with understandings of cosmopolitan stlaicd existence.
Therefore, dimensions of cosmopolitanism that interrelate with transcultural spaces and
modes of communication can be outlined. Furthermore, the notions of cultural
citizenship and cosmopolitan imagination can be considered as concepikaity to
the constitution of transcultural imaginary asacial imaginaryin terms of Benedict
An d e r $magin@éds communitiesThey can be also addressed as standpoints on
exploring European cultural processes.

Nick Stevenson has written on culture antizenship from the perspective of
cultural sociology, rather than political theory. Thus, his main concerns deal with
cultural rights, inclusion and access to cultural resources, identity and cultural belonging
as discursive constructs. Stevenson dsfimdtural citizenshipsathe fulfilled extent to
w h i dtietyimakes commonly available the semiotic material cultures necessary in
order to make social life meaningful, critique practices of domination, and to allow for
the recognition of difference uadconditions of tolerance and mutual resgett.

His view frames the major role of media culture and communication in the
construction of cultural cosmopolitanism, often discussed in terms of globalization and
difference (according to him). Globalizatidmywever, if reduced to flows of economic

113 Nick Stevensonfi Gl obal i zati on, Nati onal C uThe Sociotogicaland Cul t
Quarterly, Vol. 38, No. 1. (Blackwell, Winter 1997), 42. http://www.jstor.org/stable/4121265
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capital and practices of consumption will entail an understanding of cosmopolitanism in

terms of commercial cosmopolitanisit.Such form of cosmopolitan existence may not

trigger critical forms of subjectivity. Thefore, the notion of citizenship appears as

central for understanding the active role of the global publics. Since audiences
contribute significantly to what Stevenson names cultural citizenship, his theory can be
further related to approaches on mediaug®t social participation, such as Manuel
Castellsb6éb study on the network society an
culture, whose work will be explored within the scope of the upcoming chapter.

Foll owing Haber maso r e measpekificallyhnationalt he ma
public spheres within a global culture has an increased rather than a diminished
significance, Stevenson encourages the maintenance of overlapping and interconnected
public spheres simultaneously at the level of the local, the nhtamdathe global. He
considers that these overlapping public spl
cultures necessary for tHe operation of cul

Refl ecting further on Stevensonds thesi s
Gerard Delanty has expressed similar views on cosmopolitanism and the role of the
public. Cosmopolitan citizenship, as he prefers to rename the term, shifts the focus of
citizenship on common experiences, learning processes and discourses of
empowerment. W t Del anty hi ghl i debrhirg dinmegsioncad nt r a l
citizenship as @onstructivispr ocess. 0 Therefore, as suggest
can be argued that citizens can learn citizenship through critical engagement in the
informal context beveryday life. Citizenship then is not entirely about rights, but also
about habits of participation in political community, which can be taught. It concerns
learning about the potential for action and responsibility and the relationship of the self
witht he ot her: nit is a |l earning process (€é)
active agency and a social ad%FEuthermazdhaped b
Delanty considers that:

one of the most important dimensions of citizenship concémstyles and forms of

language, cultural models, narratives, discourses that people use to make sense of

their society, interpret their place in it, construct courses of action and thereby give

rise to new demands for rights, which we may call cultugditsi**’

"bid., 45.

" bid., 56.

"$Gerard Delanty, fTwo CshipcAeReteiv ofiRecenoliteraurelor Quitug@! Ci t i z
and Ci ti ZeerGolai Review of Ethnopoliticgol. 1, No. 3 (London School of Economics and

Political Science, March 2002), &4

" bid., 66.
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Thus, the learning dimensions of citizenship should be also regarded as a medium of
social construction, where the process of individual learning is translated into collective
learning and ultimately becomes realized into social institufifi&xpanding on this
position the last chapter will regard artistic projects and their learning capacity for
developing the cultural practices of deliberation and democratic participation.
This reflexive potential of cosmopolitan citizenship has been furthieulated

by Delanty ascritical cosmopolitanismwithin which the cosmopolitan imagination
occurs when new relationships between self, other and world are shaped in moments of
openness. This suggests a reading of cosmopolitanism that is oriented towerds |
developmental process in the social world, rather than as a normative political account
focused on transnational and postnational phenomena or understandings in terms of
universalistic global culture. As Delanty writes:

The cosmopolitan imaginatiois articulated in framing processes and cultural

models by which the social world is constituted; it is therefore not reducible to

concrete identities, but should be understood as a form of cultural contestation in
which the logic of translation playscentral role**

Since critical cosmopolitanism is both reflexive and relational it can be understood as
the constitution of a social world in which the self and the other are enunciated in self
problematizing modes within discursive processes, thus batérgo transformations.
In this context, the world (that Delanty suggests also as a point of reference besides the
cultural categories of self and other) should be seen as openness for transformation, not
as a universal system. The cosmopolitan space ispidiee of translation of difference.
Such translatability can be traced between local and global, core and periphery,
particular and universal, self and ether, p
transcendence, cosmopolitanism is a meaningless *fiThérefore, the cosmopolitan
imagination is not synonymous to the mere condition of pluralism, but concerns
openness and transformation. From this stance, it can be assumed that the cosmopolitan
imagination and the transcultural imaginary sharelaimnsociccultural dynamics.

Furthermore, Delanty is one of the authors, such as Ulrich Beck and Edgar

Grande, who consider Europeanization as one of the most relevant examples of

118 |ta;
Ibid.
"YGerard Delanty, fAThenCo€mbpbtatacCosmagohatani sm a
The British Journal of Sociologyol. 57, No. 1(2006), 25.
2%1bid.,43.
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cosmopolitanism. European social space entails horizontal interrelatemseen
European societies, vertical links between European societies and the EU, and
transversal connections between European societies and the global, and also between
the EU and the global. Then, the resulting cosmopolitanism is more thatstence of
difference™®* This relational and transformative nature of cosatitgnism would also
imply thatfia cosmopolitan European identity can be seen less as a new supra identity
rather than as a growing reflexivity within existing identities, including personal,
national and supranational identities, as well as other kinds of identftfes.

Similarly, the transcultral model offers such inclusive understanding of identity
and I ts processual and transformative cha
i Eur o peseen asm dibcursive strategy which is articulated by shifting signifiers in
rel ati on &Y itcanobe suggedtes that he transcultural model can serve as a
conceptual framework for building a new European narrative, which is interrelated with
the constitution of a new European social imaginary. A transcultural European
imaginary implies also that cressu | t ur al attachment-dgovamré@ s haj
technocratic manuwrerd, dbeutocirmat ac 6Wwayt omn t h
cultural and creative participation play a central role, both as forms of cultural
citizenship and a constructivist process, which atkgpractices of deliberation.

In the recent years, a range of gauropean initiatives have opened the space
for communityartand i t i zensd part i The @GredniScaeen DidResr | nst
(2015) is a transnational participatory and transmedia project (using different media
platforms), which involves citizens in the construction of a shared European imaginary.
It was released whin the framework of Transeuropa Festival 2015, which took place in
Belgrade, Serbia in October 2015. Transeuropa Festival is a biannual event on arts,
culture and politics, whose main objective is to establish a temporary space for people
across Europeot cocreate, exchange ideas, and find a common ground for actions
promoting culture, equality and democracy beyond the nation state. The festival tackles
topical issues related to Europe from a transnational perspective, by connecting
activists, artists ahvarious professionals. It explores the interrelation between artistic

i magination and political change and it a

121 |bid.
122 |pid., 42.
123 Gerard Delantylnventing Europe: Idea, Identity, Realiyondon: Palgrave Macmillan, 1995), 8.
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Eur ope an® Taepfestval started in 2007 under the name London Festival of
Europe and since thdhhas spread out all across Europe. Its unique format includes
linked practices, events and discourses (such as artistic performances, video screenings,
panel discussions and public space activities), thiugproduces a shared and
collaborative space. takes place in twelve European countries (both inside and outside
of the European Union) not in the shape of twelve different festivals, but as a collective
transnational happening. Its network of participating countries includes Bulgaria, Czech
Republic,France, Germany, Italy, Poland, The Netherlands, Romania, Serbia, Slovakia,
Spain and the United Kingdom. The 2015 edition of the festival, entigleygbnd
Fragmentstreated current European issues such as the rise of nationalism and the
danger of the umavelling of the EU (Brexit and Grexit), mass unemployment and self
defeating economic policies, the hecatomb in the Mediterranean, human rights and
freedom of movement for European citizens and migrants &fikenus, this is the very
conceptual context witn which was released the participatory storytelling projdwt
Green Screen Diaries.

The Green Screen Diariés designed as a twhour storytelling game for three
to six players, which aims to connect people and places across Europe, its past and
possble future. The team of players receives a starter kit and step by step instructions,
presented in a mysterious box, wrapped in a green cloth. The players follow a journey
through public spaces, where team members collaboratively write, perform andarecord
video diary from the future. The participants use their smartphones to create user
generated content and a green screen in order to record a video, whitdgirees

Europeds future. Through passing on the

b

integrated r agments from other teamsd videos and

the next group of participants. As the pro

just one link in an expanding network of European imaginations. Asking the questions:
How can we explore Europe from the inner world, from an outside perspective and
whatwi | |t he f u't®The @rojéctoimacledr atterap? t invite citizens to
participate in the constitution of a European imaginary and cosmopolitan imagination
via cocreativity and media use. Similarly, through the notion Rifiotoshop for
DemocracyHenry Jenkins has argued thatugee ner at ed creati vity,

124 See alsohttps://transeuropafestival.eu/
125 pid.
126 5ee alsa@he Green Screen Diariddtps://euroalter.com/2015/gresoreerdiaries
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with democracy by mixing themes from political discourse with popular culture, has the
potential toeducate civic participation and practices of deliberatfdithus, it can be
concluded thafThe Green Screen Diarieslso opens the possibility for practicing
cultural citizenship and usgenerated constitution of a potential transcultural European

imagirary.

Fig. 5.The Green Screen Diari¢2015)https://euroalter.com/2015/gresnreerdiaries

2.3.4 Sensory affiliation with culture as a constituent element of the
transcultural imagnary
A different dimension of the transcultural imaginary could be recognized in
destabilizing i nternal and external di ffe
psychoanalysis of the mirror stage as a process of alienation between ego/self and
imaginaryor der / ref l ecti on. EI'l en Berry has r1el:
conceptualization of the cultural role of the foreigner establishe&tiangers to
Ourselves(1992). The foreigner, according to Kristeva, reminds us of our own
incompleteness oown nonk nowl edge (in relation to Lacal
From a historical perspective, the radical difference of the foreigner, Kristeva writes,
has been either domesticated (as in the case of assimilation) or exorcised (for instance

by ethnic teansing). No matter the actual effect on the foreigner, in both cases

127 Henry JenkinsConergence Culture: Where Old and New Media Coll{tew York: New Yak
University Press, 2006).
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di fference IS obliterated. Kristevaos sol
accommodate difference by recognizing ourselves as foreigners, as strangers to
ourselves. Furthermore, thcan be foreseen by putting ourselves in the place of the
foreigner, by imagining ourselves us the othertHis sense, Berry claims thét is

through this fundamental act of imagination and psychological displacement that
Kristeva envisions and chatiges us to construct a cosmopolitanism of a new sort, one

that would be founded on a consciousness of its unconszus.

This psychological subtext opens a new direction in the transcultural discourse,
one related to embodiment and cultural engagementghreensory involvement and
corporeal participation. Therefore, it becomes relevant to address processes of
transculturation also as modality of bodily experience.

In this regard, Maya Nadig has suggested that transcultural spaces can be
const it udtiona and sognilive melation experiences which also occur at non
verbal and c% Nadig traees Ithe energente. ob this idea to Antony
Giddens6 proposal of Afdi sembeddi ngd and A
conceptualization of meaningomstruction between globalised elements and local
dynami cs. AfReembeddi ng means the simultane
cultural streams and inclusion of ¥ xperien
Similarly, UIf Hannerz has expressed thew that the interrelation between global and
local cultural influences entails a sensory experience, since the experiencing with his or
her body and senses individual is at one place at any one time. Moreover, Nadig adopts
the concept ointermediate speet o ar ti cul ate oneds capacity
rational language, meaning and interpretation. This psychoanalytic term was introduced
by Wilfred Winnicott to address interpersonal relationships as negotiation between
inner subjective reality and ut er i fe. The O6thirdé sphere
space in which creativity, symbols and difference, i.e. culture and cultural meanings can
devel op [ é] what is speci al about this | oc
occur, is that itdepends existentially on living experien@d not upon hereditary
f a ¢ t'BFhen, poocesses of identification can also be components of the intermediate

space between internal and external symbolic structures, which suggests continuous

2Bl | en E. Berry, fAA TmmwmlEiperimenslid. | magi naryo in
2Maya Nadig, ATransculturality in PdasdDganwefoosml. Theor e
Cul tur al St udi es TaamstultiRadityi Epistemnoiogy, Ftihcs, and @oliti¢Brankfurt

am Main: Peter Lang, 2004), 18.

bid., 11.

“!bid., 16.
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transformations in oles i dentity <constructi on. Further
betweenintermediate spacand thein-betweenor third spaceof postcolonial debate,
since both mediate between selves and others and between cultural difféfences.
Mor e o6t angi bdmplés ofentepniediaie aral kmbedied identification
can be recognized in Winfried Fluckods stud)
experience. I n extension of Wolfgang | sero
act, Fluck argues that in the aiftreception the text (or mediated content) represents
two things at once: the world of the text and the imaginary elements added to it by the
recei ver. Thi s Adoubl enesso i s i tself t h
simultaneously articulate imaginagyfements and look at them from the outside. Then,
aesthetic expethieemweendsthatstat Eeowsnus to &
someone else a¥Ditawi samepan mRi. dhard Shust ¢
somaestheti¢d®, Fluck also considers thatevelopments in popular media, film and
music have created cultural forms of expression that are increasingly effective for the
purposes of imaginary sedimpowermentand seHextensioni fin this process, the
i ndividual 6s engage otgetd mow iartd iImore doratice g0 lthatu r a |
the gratification derived from popul ar cult
Imaginary sefempowerment, Fluck remarks, should not be understood as wish

fulflmentorselffaggr andi ze ment , hheinteroority ofitkemecigientt e nsi or
i n t he act of actualizationbo t hat can i nv
sensations. Fl uckdés statement can be exten

into a more general scope of reference including othetesmof mediation and artistic

media that allow for i mmediate somatic r esfyg
search for intensified experience of embodiment (that has been maximized by American
popular cultur®® is what transforms Americanizatiomtd selfAmericanization.

Beyond the Americanization framewor k, Fl ucl
of selfidentification with other culture through somatic involvement. Then, drawing the

%2 pid., 17.

¥WWinfried Fluck, fACaliformMmaiBlamézafAmeni oamninzdtl iexrm
(ed.) Americanization and Anthmericanism. The German Encounter with American Culture after 1945

(New York: Berghan Books, 2005), 228.

134 |n Performing Live. Aesthetic Alternatives for the End of(Rhaca: Cornell Uiversity Press, 2000)

Richard Shusterman introduces the notion of somaest
and use of oneds baesthetic apprecatioh and auestivecshioniagn s or y

%% bid., 230.

13 Fluck gives a example techno music and higipeed cutting in Hollywood action movies that have

strong sensory effect on the receiver.
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assumption that aesthetic embodiment can bring abausfof transculturation, would
imply further that atranscultural European imaginary can be constituted through
sensory engagement and embodied experiences.

Shipwreck(2014) a compelling short documentary, shot, directed and edited by
the Dutch director Maan Knibbe, which immerses the viewer within the Lampedusa
tragedy by employing the sensory potential of sound and camera movemerit.obn 3
October 2013 a boat carrying five hundred Eritrean refugees sank off the coast of the
Italian island Lampedusa, dding to more than three hundred and sixty lost human
lives. The video opens with abstracted colourful clagge that gradually materialize
into multiple crushed boats in a shipwreck graveyard. Among them wanders Abraham,
one of the tragedy survivors, whetells the nightmare whispering in Arabic voimeer.
This poetic portrayal is juxtaposed with visceral documentary footage from
Lampedusads harbour filled with mourning ¢
authorities, and flocking around photograghand journalists. The private emotions of
victimsd i mmense grief and painful groans
media representatives, who passively document the event. Thus, Knibbe questions the
ethical dimensions of our media culture, igth has trained viewers into immune
observers of horrific i mages and events. E
Regarding the Pain of Othe(®003)%’, it is relevant to consider that Western mass
media has created a secure distance between subjegbjact] withess and victinus
and others resulting in loss of sympathy towards the suffering ones. In contrast,
Kni bbeds creative approach employs the vide
to restore the emotional distance between spectators anidns/i by extending
imaginatively the former into the latter. With this regard, Maria Pilar Rodriguez and
CristinaOrtizCeberi o have argued that films on i m
cinematographic discourses can serve to offer their audienceteara@e humanistic
perspective to interpret new and changing realities, making the value of humanistic
t hought relevant i n % pAhite oShipwrecknemphasizes i a | P
Rodriguez and Orti€Ce ber i o06s viKtndalbbgbanddhpantmatis,st i ¢ p e
achieved not only via the discursive, but also the sensory andembal dimensions of

cinematography. As Thomas Humphrey notes,

137 SusarSontag Regarding the Pain of Othe(slew York: Picador/Farrar, Straus and Giroux, 2003).

138 Cristina Ortiz-Ceberio and Maria Pilar Rodriguez, i Eur opean Ci nema: Et hical
Il mmi gration Lawsd in The Role of the Humanities in
DYKINSON, 2016), 7392, 73.
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moving. AThe director caoriseming, and wemenatives c e n e s
lamentation and the passive, weleaning sympathy of the Italian authorities. Merged
together these two very human ¥eeaamhdraons cr €
moves between upnds and swirls:

On the big screen this looks like somebquynchdrunk on emotion spinning a

steady cam in an upright position, and the resulting fainting sense of being

overwhelmed is genuinely exceptional. This technique is so effective that the

impression of movement and being amongst the crowd that it gaesmz almost
unbearable, and it really makes you sympathise with the intensity of grief W& see.

Thus, the sho®hipwreckconveys its stark critique towards EU policies on immigration

at a somatic | evel. The documethrdughrthebs e mof
sensory diapasons of movimage and sound and it shows that transculturation

between European Self and cultural Others, can be achieved as an experiential and

somaesthetiprocess.

e w /5

4%&’/

sematiesaiddNot®ll of us have to die.
You go ahead.

Fig. 6.Morgan Knibbe Shipwreckvideo, 14 min, 2014jrailer:
https://www.youtube.com/watch?v=eTV_DgLafu4

2.4 Conclusions: Towards a theory of building crossiltural understanding in

Europe via transcultural aesthetics

The central idea of thishepter was to examine the dimensions of the transcultural
paradigm and to map its relevance for comprehending contemporary European cultural
processes. The first sudnapter focused on exploring the various parameters in defining
the concept of transculiality. Thus, main connotations and nodes of understanding

were pointed out in the intersection between sociology, postcolonial studies and

% Thomas HumphreyMor gan Kni bbeds Shi pwr eck:cct. N@tinghgmant , Pr e
Alternative Film Network online https://nottinghamalternativefiimnetwork.com/2015/05/06/mofgan
knibbesshipwreckpoignantpressingandperfect/(accessed 5 July 2016).
140 |ja:

Ibid.
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postmodern debates. Parallels between the notions of transculturality, hybridity and in
betweenness were drawn in erdo signify that the negotiation of cultural differences is
a central modal ity of the process of transc
difference or extending the self into cultural others was considered as a state of
imaginative attachnré that can be also perceived as cosmopolitan ethics and
transcultural dynamics. Furthermore, it was highlighted that cultural transformation, not
simply the coexistence of diverse cultures, is vital for the philosophy of transculturality.
It was also suggsted that the continuous transformative potential of transculturation
becomes mostly obvious in the processes of cultural interaction and creative
communication. Thus, the discussion was further supported with examples of artistic
and creative expressignghich express engagement with European societies and social
realities. The documentafur Colonial Hangovef2014) by Sunny Bergman suggests
that the emergence of a transcultural imaginary starts with a process of negotiation of
cultural difference beteen European Self and cultural Others, and via symbolic
decolonization of the European imagination from processethefing

The following subchapter positioned the concept of transculturality in the
context of cultural studies, so that main theorétmerspectives of the transcultural
epi steme were presented. First, Mi khail Ep:
resolution between the postmodern theories of multiculturalism and deconstruction was
discussed. Hence, his suggestion of transrality as a theory gbositive otheringvas
outlined. According to this approach, one
as different from others and also from on
transcultural existence can be discovered process of constant becoming, where one
can participate and engage with different cultures that might be initially excluding each
ot her . Next, the scope of the chapter shif
agenda. We | s h 0 s turality @mphasizes theotfansdemdanneso€ aultural
boundaries. It has emerged in opposition to notions of interculturality and
multiculturality that emphasize differences between homogeneous cultural spheres.
Thus, transculturality can be theorized as thadpction of crosgultural fusion that
happens through networks between cultures, allowing for processes of unification and
diversification at the same time. Regarding further this tension between universalization
and particularilization it was suggestdtat glocalization can be also understoochas

process of transculturation.
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The central motive of the next section was to study the constitution of a
transcul tur al Il maginary in terms of spatia
understanding of thehirdspaceas areal-and-imaginedentity and a critical strategy of
thirding-as-othering that opens the potential for continuous cultural transformations.
This interrelation between reality, (media) representation, imagination and
transformative potentidy can be seen as the basis for the emergence of transcultural
i maginary. With this regar d,House of EyggopilBer t ed s
(20062013), furthermore emphasized that Europe can be understood as eedhird
andiimaginedspatial etity. The various viewpoints and possible routes for traversing
European space, which the artworkimegines, also correspond to the multiplicity of
perspectives, which is intrinsic for the transcultural model.

Next, the constitution of a transculturahaginary was approached as the
dynamics between global cultural flows and reverse flows, studied in Arjun
Appadurai 6s thesis on cultural gl obalizati
(Robertson), appropriation and recontextualization of culhaeértoires (Kroes) were
suggested as modalities tthns-coding that allow for processes of transculturation.
Furthermore, the definion of transcultural imaginary was related to the continuous
potentiality for recombinations of cultural flows. This capacifor constant
permutations and realignments was conceptualized through Deleuze and Guattari
rhizomatic model of culture that envisages transconnections between cultures in a non
hierarchical system. Furthermore, this theory was extended to the obsertratto
processes of transculturation are intrinsically rhizomatic, since they do not structure
cultural influences in a hierarchical order, but functions as a network of multiple
cultural impulses. Therefore, the transcultural imaginary does not develomfsingle
cultural origin, but through multiple interconnected cultural attachments, as the
discussion of the graffiti interventidn Pace with Timg2011) emphasized.

The following subchapter related the concept of transcultural imaginary to the
idea of cosmopolitan imagination and its implications in European context. Thus, the
discourse was oriented towards studying elements of cultural citizenship and
cosmopolitanism from socicultural perspective. Drawing upon the positions of Nick
Stevenson and>erard Delanty, Europe was conceptualized as a social space where
cosmopolitan imagination can be generated through processes of cultural
communication and media participation. In this sense, the transnational transmedia

projectThe Green Screen Diari€2015)emphasized that citizens can participate in the

63



Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

constitution of a transcultural European imaginary vicm@ativity and media use. The
participatory dimensions of the project furthermore imply that-gseerated content
and creative media involvemi can potentially educate practices of deliberation among
European citizens.

Another vision on the construction of the imaginary as a mode of
transculturation was outlined within the destabilization of internal and external cultural
differences. Kriste« s mo d e | of the foreigner was used
the imaginative process of displacement. Thus, one can accommodate the difference of
the foreigner by imagining oneself I n the
was expanded to a basis for proposing the construction of transcultural imaginary
t hrough experienti al i nvol vement . Thi s S |
exploration of transculturality as a process of mediation between inner subjective
differences and outer worlayhich happens as a living experience initermediate
spaceof i nteraction. Therefore, oneb6s capacit
of a sensory experience rather than ration
documentaryShipwreck(2014) was used as lucid example of imaginative extension of
the self into cultural others via somatic perception. The video conveys its message not
only by employing the discursive dimensions of movimgge, but also the nererbal
parameters of the mediurauch as camera movement and soundscape. Thus, it was
concluded that cultural attachment via somatic perception implies that process of
transculturation can be also constituted via corporeal experiences.

Overall, the discussed theoretical perspectivescaedtive examples aimed to
suggest that a transcultural European imaginary can be constituted via artistic discourses
and creative communication. The final chapter will exemplify this argument further by
analysing selected creative projects. Thus, theaatlivebjective of this introductory
chapter was to outline the conceptual background for proposthgoay of building
crosscultural understanding in Europe via arts and critical and creative media
participation. Moreover, it aimed to establisthe concptual background for the
upcoming discussion on the constitution of transcultural aesthetics via creative practices

of trans-coding which will be further tackled in the following chapter.
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3. Transcultural aesthetics andhodalities of cultural and creatie transcoding

The aim of this study is to propose a theory on transculiestheticswhich articulates

how creative use of artistic media could enhance arolgral understanding. This
exploration departs from the hypothesis that creative exprssaltow for imaginative
extension of the self into cultural others, based on theoretical views that treat the
constitution of cosmopolitan imaginatios Kwame Anthony Appiah has stated,
attachment to foreign cultur®emagenersygouges wi t h
when you read a novel or watch a movie or attend to a work of art that speaks from one
pl ace ot her M Asahe prgviousrchamter suggested, Julia Kristeva has
proposed to accommodate culturalfeliénce by imagining ourselves the other and
recognizing ourselves as foreigners, sigangers to ourselvesSimilarly, Mikhail
Epstein conceptualizes transculturality as the difference in identity shaping, which is the
state of being different not only from others, but also froméns own sel f .

To a certain extent, the transcultural |
understanding of culture as being fundamentally dialogisatce it can be modified by
participantsdé interplay and i nt daukaiot i on.
Epsteinds t h eltaral i censciousness, tvhich present cotemporay
Russian culturology as an extension of Bak
Vol os hi noatiohs Stuath datl hais suggestibat the dialogical processe$ o
meaningmaking relates to the practice wans-coding Ataking and exi sti
andreappropriati ng i WtileHall sae jitle ore ow heragsigns o
the notion of tranc o di ng t o Bakhtinds wor k, Bakhtin

transcendence to describe the process of going beyond oneself or crossing boundaries.

Among several of Bakhtinds texts, the conc
ideai f or i nstance, i n AAuthor and Herio in Ae
1923) the notion is used to draw a'“parallel

While Hall relates the notion @afanscodingt o Bakht i néds schol ar s
rather belongs to one of the central representatives of the MéBadw Semiotic

Schooli Yuri Lotmani and his structuralist semiotics and preoccupation with the topic

141 Kwame Anthony AppiahCosmopolitanism. Ethics in a World of Strangéiew York and London:
Norton, 2006), 85.

12 Stuart Hall, Representation: Cultural Representations and Signifying Pract{temdon: Sage
Publications & Open University,997),270.

143 Anesa MillerPogacar, Transculture and Culturology: P®sucturalist Theory in Late and Peost
Soviet Russidissertation(Ann Arbor: UMI, 1993), 64.
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of human creativity. Lotman makes a distinction between a text with only a
communicative function and a creative téxwvhile the first one is composed of one

code, the latteshould be heterogeneous and heterostructural in terms of coding. Thus,
Lotman addresses the problem of creativity as a problem of generating new meanings.
Meaning is created fwh e nstrwtareshaadvthe abdity of| e a st
transcodingone f t hese syst"Ansé sienmioo tainco tshietruadt i on o6
the receiver connects her/his set of codes with the range of codes of the artistic text

(visual, aural, cultural). Thus, Lotman claims that:

The text becomes fully a generator ofisnmeanings when the receiver with their
own set of codes and with their individual and shared memory connects with its

internal polyglottism because O6the memory of a
can itself be considered a complex text, the comdth leads to creative changes
in the infd¥ mation chain.o

While studying the creative potencies of cultures, Lotman suggests the sequence of
intellectual devices: consciousness artistic texti cul t ur e. AThey ar e
isostructural and isofuncti@l in relationship to one another. They exhibit certain
fundamental similarities in their structures and relationships between them can be
described as dialogical (i n“MBaeoverliotméns under
undertsands culture in termsa$emiosphereyhichisint hat synchroni c sem
which fills the borders of culture, without which separate semiotic systems cannot
function or ®%ome into being. o

A resonating relationship between creativity arahscoding(as a passage from
one mlieu to another and constitution of newness) can be followed in Gilles Deleuze
and Fel i xgeophilasaphyaf rdetedrisorialization and conceptualizations of
Obecomi ngso. | nna Bamso@ingsik gne af rthgp uDelsuzednh a t A

neologisms emplyed to underline an element of creativity, of invention and of crossing

“yuri Lotman,ii{ f totsB dzj d3j a lszOm g Qg s o dsts H | dzd to o jddBr i dLidstj o EEndd
vOlsmME et ctsMmizH OteMmlis o jazdls.c 51 &lddd-oy tsH]'ls | fs® 196520 C tso ™ d3 M
22137,23quoted in Boguslaw Zyl ko, A Nolbterratiomaldourval of i Lot man
Cultural StudiegLondon: SAGE, 2015), vol. 18 (I) 2&2, 36 (accessed 17 May 2015).

“yuri Lotman, HAujCMmls d [tstsdPuazeddd L dp LSalza s ggOsh Is Gils ¢+ d
(v © dzdzd dzdz: ¢ 499, YR, @6 quoted in Botges!| aw Xul ko, ofime
structuralismo in International Journal -42f34Cul tur al
(accessed 17 May 2015).

1 bid.

147 yuri Lotman, Universe of the Mind: A Semiotic Theory of Cultyf990). (Bloomington and

Indianapolis: Indiana University Press, 2000), 3.
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i traversingibor der s bet we e n* Sematskyfestablshesia conoectiore r . 6 6
between educational experiences ahdcomingother into a mode of ethical
responsibility and exr i ent i al l earning from real eve
constructivist process of the production of new concepts, meanings and values
embodiesaffects(as a yeunthought noncognitive dimension of embodies experience)
immanent to this very process arffoh)forming the flows of thoughtd that is,
conceptual ttnhnderstanding. o

Following the outlined conceptual background, this chapter will argue that
cultural and creative practices tfins-coding are intrinsic for the creative process,
since inspiration perates by translating codes and fusing impulses beyond cultural and
di sciplinary boundari es. For instance, t he
Expressionism or Pabl o Picassods recontext
Cubism, have bewne the standard for understanding dynamics of intercultural
exchange in visual regime. Furthermore, intertextual and intermedial translation across
art forms and disciplines (and cultural contexts) could also entail processes of
intercultural interactionA r el evant example could be Cl a
compositionLa Mer (completed in 1905), that has been inspired by literary and visual
representations of seascapes, among which is one of the symbols of Japanesé print art
The Great Wavédated arond 18301 1833) byKatsushika HokusaiWhile the given
examples cannot be stripped of certain colonial connotations, the following discussions
will engage contemporary artistic expressions in European context, which signify that
the potential emergence aftranscultural European imaginary is possible only @ a
Orientalised ( i n Edwar d Sai doés sense) European
discursive and conceptual processes of (Buent r i c) 6ot heringo.
constitution of arancultural imaginaras a tanscendence of cultural codssould be
also understood in terms of a transcultis@miosphereas the shared semantic space
for the translation of codes. With this re
modalities of reversing the code, amthen humour belongs to cultuspecific or
transcultural aesthetics. As recent controversies around the French satirical magazine
Charlie Hebdoand its caricature approach have shown, the mixture of influences and

repertoires in intercultural order (suels depiction of religious figures representing

“ ' nna Semet s k,heffBe ddemied @ pi ng t Pokcy FuturbsiincEslucaiidn i nt egr a
(London: Sage Publications, 2011), 140 (accessed on 17 May 2015).
“bid., 139.
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different faiths), does not necessarily evoke creative transculturation; it could also imply
processes of O6othering,é if codes are not
backgrounds and contexts, namely, when a sharedmiospherés absent.

Departing from here, one of the central contributions of this study is to
reconceptualise transcultural aesthetics as an ongoing praxis of cultural and creative
trans-coding Moreover, it will be argued tharanscultural aesthetics is defined by
several interrelated communication modalities: representation of transcultural identities
as a discursive strategy for negotiation of cultural differences; intertextual and
intermedial sampling of cultural repertes as creative praxis provoking transcultural
exchange; careative cycle ofencodingdecodingencoding, which implies active
audience participation in processes of critical and creative transculturation; and
embodied cultural affiliation, as a transcudtiizing strategy at a newerbal, sensory

and corporeal level.

3.1 Representation of transcultural identities

The following section will argue that artistic (re)production of transcultural identities
and the creative employment of transcultural repessocould be rendered as discursive
strategies, which trigger negotiation of cultural differences. Moreover, the
representation of transcultural identities can be viewed as a central constituent element
of transcultural aesthetics and a creative gesturkichwtranscodes common
perceptions of cultural O6othernesso.

The complexity of defining the concept of identity can be expressed by the fact
t hat it i's Adrawing meanings from both 't he
without being limited to eithe 1*®Thus, it can be understood as the meeting point
between, on the one hand, the discursive practices which frame us as social subjects of
particular discourses, and on the other hand, as the processes which construct us as
subjects and produce subjediis®* Departing from here, the first part of this
subchapter wil/l explore Stuart Hal |l 6s theo
which transmits o6preferred meaningso in rel

The second section will éus on creative approaches for subverting @ads-coding

stuart Halbp: i Whbr oe e d@uestiondoé @uiturat IgedtiBedls. Stuart Hall
and Paul du Gay (London: Sage Publications, 1996), 2.
“!1bid., 56.
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preferred connotations, a central role within which play the representations of

transcultural identities and processes of transculturation.
3.1.1 The politics of representation

Sincethisstudy ocuses on artistic medium produc
representation and signifying practices emerges as a relevant theoretical frame of
referenceHall has introduced dialogical model between representation and cultural
identity, which demonsates their twofold (re)production. Stuart Hall bridges a
0 | i n gaonstsuttiongstBpproach (using the semiotics of Ferdinand de Saussure and
Rol and Barthes, toget her wi t h Mi c hel Fouc
power/knowledge with the poststructuralism philosophy of Jacques Derrida
(deconstructing the Saussurian model of signification and representation). Hall suggests
that representation is a discursive strategy for the construction of significations,
meanings and consequently cultural iitezs. Representation becomes the process or
the medium through which these meanings are both created and reified. In this context,
according to Halli dent ity should be understood fdas
complete, always in process, and alway®enstituted within, not outside,
represefitation. o

Stuart Hal | argues that identities are
Framing his own position and identity as
identity constructiori 6 b ei n g 6o nmainndg 66.b eTche first one r el at
reference such as common historical experiences and shared cultural codes that provide
6onenesso afdheaacdndadertof caliurtl ydentity, however, functions
not simply through principles dfimilarity, but also through difference, which defines
who we are and what we have become. In the second sense, cultural identity is a matter
not only of Obeing, 6 but al so of Obecomin
understood as a flexible cdngction and a process that undergoes constant
transformations a subj ect to a Acontinuous ®65playo
This perspective entails that there is no |
and absol ut e Re opposing essenlidiisns Hall dlaims that lcutural

%2 Styart Hall, A Cul t ur al | dent i idgntity:a@oohmumty, altpre, rDiferanced. n
Jonathan BRtherford (London: Lawrence and Wisha®90), 222.
153 ||a;
Ibid, 223.
**Ibid, 225.
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identities are the unstable points of identification or suture, which are dependent on a
6politics O¥Bopo DiwtiingniMigc.hbel Foucaultés no
generator of power/knowledgeall acopts a discursive perspective which understands
thedpol i ti cs o fas theeclpannelgheongh avhich dpasdioningand the
production of meanings happensiefefore, Hall suggests that cultural identity is also
generated within discursive fornas >
Furthermore, Hall theorizes the unstable character of cultural identities and
meanings by elaborating on the distinction betwekifferenceand d i f f ®f anc e
introduced by Jacques Derrida. While differerscessential for meaning (since without
it meaning cannot exist)hé concept ofl i f f ®&igrafiascagpower relation between
the binary oppositions that constitute meaning. Hall is critically engaged in
deconstructing binaries and dominant discursitrectures, as he categorizes them as
reductionst and oveis i mp |l i f i ed. Drawing upon Derridas:
Hall emphasizes that the production of meaning in the process of signification can be
constantly deferred. Thus, (cultural) differences and meanings are in a continuous
process ohegotiation fimeaning is never finished or completed, but keeps on moving
to encompass other, additional or suppl emer
within representation is always open to being deferred, staggered, seid&ifzed.
Therefore, Hallc oncl udes that the O6cul tur al pl a\
cannot be represented (cinematically) as a simple binary opposifiod past / pr es e nt
6 t h e m?° This complexity is the beginning of the symbolic, the imaginary, which is
Aial walreadyf us ed, oa lfirad avhyy scr eol i sedo and syncre
elementd® This view clearly directs back to the conceptualizations of the transcultural
imaginary, explored in the previous chapter. Theorising identity as a construction not
outsidebut within representati on-ordempifrorheld t hat

up to reflect what already exists, o0 but th

%% hid, 226.

%6 stuart Hall, Representation: Cultural Representations and Signifying Practitesdon: Sage

Publications & Open University,997),51.

5" The key concept for Déda d i f f ®rraingcienat es in between the verbs
contradicts Saussurebds <claim that meanings are ger
signifier and signified. According to Derrida, meanings are unstable, since they nagdimted in the

process of signification. See also Chris Bark@ujtural Studies: Theory and Practicd_ondon: Sage

Publications, 2008), 887.

%8 Stuart Hall, A Cul t ur al | dent i idgntity:a@oohmumty, altpre, rDiferanced. n
Jonathan BRtherford (London: Lawrence and Wisha®90), 229.
159 |tA;
Ibid, 228.
Hall s concrete examples involve linguistic forms

popular culture of the Caribbean diaspora. See also ibid, 223.
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constitute us as new kinds of subjects, and thereby enable us to discover places from
which t& speak. o
Drawing upon @ientabsm {1978,aalsa assan extension of

Foucaultdés power/ knowledge argument , Stuart
stereotyping or thepectacle of the other T hu s , Hal | 6s meontest pr eocc
and subvert dominant regimes of representationhoet 6 pol i ti cs of rep.

According to Hall, stereotyping as a representational practice that generates hegemonic
meanings through essentializing, reductionism, naturalization and binpositpns

between the self and the other, can be challenged by ceratrgies, which are
firanscodingn e gati ve i mages WiHalhpays a&tentiom® ahmee ngs . 0
trans-coding strategiesreversing the stereotypeisingpositive and negative imag

and subverting representatitom within °® For the sake of the European dimensions

of this discussion, the mentioned courdtategies will be translated into examples of

of ficial EU discourses visualizingnttoday?o:s
attention. Thus, the o6politics of represen
relevant context towards which, or against, artistic discourses contribute for the
constitution of a European imaginary.

Reversing the stereotyper replacing it wth a contrasting meaning, does not
necessarily guarantee its subversion, as Hall points out, since it could also lead to the
generation of a new stereotyff& For instance, a similar dynamics can be traced in the
hi ghl y ¢ on Kil Bl (Questh Tadantirio, 2008/4) videGrowing Together
(European Commission, 2012) initially used by DG Enlargement in attempt to
promote EU cooperation and later banned due to allegations of sexism and racism. The
European ad depicts a young white woman, dreskeKlll Bil6 s pr oitthegoni st
Bride (performed by Uma Thurmai)who is confronted by several furious opponents:

a Chinese Kung Fu master, a traditional Indian warrior with a scimitar and a bare
chested capoeirstyle fighter from Brazil. Once surroued by them, she multiplies into

twelve identical selves who encircle her adversaries. Her twelve incarnations stand for

EU fl agbs t wel ve stars t hat symbol i ze pe
di pl omacy, all <charact erBUnsai tT hduorwma naon d empe cei
European foreighn policy and EUOG s Opreachi
o1 |hid, 236-7.

182 StyartHall, Representation: Cultural Representations and Signifying Pract&®s

1%%hid., 2704.

%% |bid., 2702.
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external political actors and member states, as a recent publication stggehes.
attempt for reversing the stereotype of Europe as a white maldatalominance falls
flat, since it is replaced by another ste

gender and racial discrimination.

'‘Growing Together'

The European Commission has withdrawn
the following Internet video intended to promote
EU cooperation after widespread allegations
of both racism and sexism.

March 2012

Fig. 7.EuropearCommissionGrowing Togethe(2012)
https://www.youtube.com/watch?v=kKN67ImpO4k

The next countestrategy, discussed by Stuart Hall, is the creation of a positive
representation of what has been previously
with O6posi siucdd ameami ndre( sl ogan O6Bl ack i s |
positive/ negative strategy, however, is that adding positive images to a negative
dominant regime of representation creates alternative perspectives, but does not
finecessarily displace the mgative. Since the binaries remain in place, meaning
continues to H%® framed by them. o

A similar tension could be recognized in another promotional piece by DG
Enlargement So similar, so different, so Europe@furopean Commission, 2012). The
clip shows aticing landscapes and urban spaces from the countries in Southeast

Europe, who have undergone significant political and social transformations after the

®See also Caterina Carta fAFrom the O6Magnificent C
Met aphors and the Analiysiosurcfe 0EWMs (lendtsekretestt iean anla BT
Morin) EU Foreign Policy through the Lens of Discourse Analysis: Making Sense of DiEegitham:

Ashgate Publishing, 2014), 200.

186 Stuart Hall,Representation: Cultural Representations and Signiffirartices 274.
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fall of the Iron Curtain. On their path towards European integration, the potential
member states rewal (unexpected) natural beauty and a standard of life which entails
European belonging. While the ad has been positively received, it actually implies
processes of (cultural) assimilation, rather than respect and acceptance of diversity and
cultural diffeeence. The video evokes the wkln o wn S| av o] Gi gekods a
i ber al mul ticulturalism expresses itoleranc
the decaf f é Theafloating captiors dirst .question whether each depicted

place belongdo a recognized EU member state. Then, fades in the answer, that the
corresponding footage had been surprisingly taken in a neighbouring to the EU country.

Thus, assimilation to established ideas of Europeanness has been rendered as the
opreferiredoéf earijt@eirning 6the club. 6 I n this
6exempl aryo ol d and ounderdevel oped?d new

TripAdvisorlike understanding of EU enlargement and European integration.

W, Germany?

Sweden?
Monhtenegro

Fig. 8. European CommissioBp similar, so different, so Europeé012)
http://ec.europa.eu/avservices/video/player.cim?ref=1072401

sl avoj Gigek fALiberal Multicultural iTheWGuandiamks an ol
(2010) http://www.theguardian.com/commentisfreelP@oct/03/immigratiorpolicy-romarightwing-
europe(accessed 7 April 2016).
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The finaltrans-codingstrategy that Stuart Haihkes into consideration is using
the complexities, ambivalences and the unstable character of meanings (which are
constantly in negotiation and cannot be finally fixed). Instead of avoiding certain
categories (such as race, gender, sexuality), this gyrateolvesworking onthem, so
that signifying practices could be contestatbugh the eye of representation from
within. Furthermore, Hall suggests (in relation to stereotypical representations of black
bodies and black sexuality) that tfrem within strategy attempts to damiliarize,
make strange or explicit what is often hidden. Thus, it could play with erotic dimensions
and deploy humout®®
A relevant example in this direction 1is
communication campaigris the most watched on EUTub®, with over one million
hits, EU videoclipi Let 6 s C o m&uropeamn @inrission, 2007). Posted under
the banneFilm lovers will love this! the clip promotes the former MEDIA programme
and the audiovisual sector in Epe The video assembles a daring compilation of
cinematic orgasms from internationally screened movies, supported by the MEDIA
funding scheme. Its untraditional for the EU humorous language has stirred a vibrant
public discussion, including opinions frorarservative European politicians, who have
procl ai med the vpadgerasmanedywa<aedofisbpax por
The strategy oftranscoding from withincounts on double encoding of the
idiom 6to come together. o6 Theh Bleiap | @ s @k es:
Come Togethermwritten by John Lennon in 1969 for a political rally. The democratic
potencies of the expression (suggesting support, mass gathering, collective action, or
probably even integration) are released through the sexual coanotdtthe verb
6comed6 and the visual representation of )
6cinema | oversd can be -makrg.dnthssense, tlresideoi nep hi
employs the largely used advertising mechanistenidingthe meanig. For instance,
Rob Kroes has written on the unstable semantic construction of American
advertisements, where bending the message implies that the commercial slogan

AiFreedom of Choicebo can be al so read i n r e

1% |bid.

“YEuropean Unionds YouTube channel

170 Referencing respectively, the Polish ult@nservative politician Roam Giertych and the British

conservative MEP Chris Heatdtarris see also Aneta Podkalicka and Ch
Europe? Communication Policy and Cul turaPublRol iticso
Communication in the European Union: History, Perspectives and Challefidescastle upon The:

Cambridge Scholars Publishing, 2013), 132
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AcChei of F eTaus,ahm ambiguity of possible meanings, as Hall explains,

can function as &rans-codingmechanism. Thereforé, et 6 s Co m@ipcbwdg et her
be read at several levélssupporting filmmaking in Europe; watching films together;
belongingto Europei all of which are elevated into ecstatic experiences. According to
YouTube regulation and restriction policies, the video is accessible only by users above

eighteen years of age.

Let's come together

s of cinema lovers
enjoy European f

_..every year

Fig. 9.European Commissioh, et 6 s Cthen(@007 o g e
https://www.youtube.com/watch?v=koRIFnBIDHO

After t his introductisadamr avtegiSessafbpr Hakehvés s
meanings, 6 the next strars-coding trole optayedwhby IltHe e x p | o
representations of transcultural identities and processes of transculturation in artistic
expressions devoted to todayo6és Europe. Thus
European imaginary will be studies as a creativeifyed construction.

""Rob Kroes, fAAmerican Empire and Cultural | mperial
Thomas Bender (edRethinking American History in a Global A¢erkeley: University of California
Press, 2002),(.
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3.1.2. Transcoding identity

The interconnection between identity and processes of transculturation has become a
central motif and creative concern among Europedists and filmmakers who come
from diaspora and immigrant conumties, or have the nomadic experience of shifting
cultural contexts. Thus, their often awgthnographic work has been marked by the
cultural sensitivity of iRbetweenness and the construction of identity in the interstice
between cultures, roots, spatiéstances, real and symbolic spaces.
With this regard, the film8end It Like BeckhanGurinder Chadha2002), The
Edge of Heaven (Fatih Akin, 200e Harve( AKk i Kauri sm2Kki, 2011)
emblematic for studying cinematic representations of trdtwsality in Europe. This
tendency can be traced, for instance, in the recent bowksgration Cinema in the
New Europg2015) by Isolina Ballesterds and The Other in Contemporary Migrant
Cinema: Imagining a New Europe2016) by Guido Rings’® who (amomy other
authors) treat t he mamplesiotransadlturblicthema. as o6 popu
The following discuss iThenEdge bfl[Heavéffandus on |
its creative approach ¢fanscodingc ul t ur al 6ot hernessd and wusi
transcultural dynamics as a discursive strategy for the negotiation of cultural
differencesThe filmtells the crosstories of two mothers, two daughters, a father and a
son, structured in three novels. The main character Nejat represents tranggulturali
since he is a second generation immigrant with Turkish heritage, who paradoxically
works as a university professor in German Studies and Literature at Hamburg
University. In search of the deported asylum seeker Ayten, he encounters the owner of a
German bookshop in Istanbul, who feels homesick, wants to sell his business and return
to his native Germany. Nejat replaces him as an owner of the German bookstore, thus in
Ar et ur mmaginarg homelasd® (Turkey)his identity inverts. Transforming from
arepresentative of his native (Turkish) culture within the other culture (in Hamburg), in

172)s0lina Ballesterodmmigration Cinema in the New Euroffristol: Intellect,2015)

13 Guido Rings,The Other in Contemporary Migrant Cinema: Imagining a New Eurgp&Rv York:

Routledge, 2016).

"4 The Edge of Heaves thewinner of theBestscreerplay award athe CannesFilm Festival 2007, the

Best film EU Parliament LUX award 2007 an@s selected for Germaisyentry to contest at the Ossar

in 2007

Referring to Sal man Rushdieds concept thdat reflec
expatriates to restore and reclaim the land of origin from which they have been displaced. Thus, they
construct an imaginary and fictional version (amonc
based of fragments of distorted memories. See lateginary Homelands: Essays and Criticism 1981

1991 (New York: Penguin, 1992), 10.
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Istanbul Najat exploits the freedom to perform the other (German) culture within his
native onei a pl ot i ne corresponding to Mi k h
transcilturality. Questioning the traditional notions of European cinema, the editors of
Shifting Landscaped:ilm and Media in European Contekt2 0 0 8) r ecogni ze t
directors such as Akin subvert traditional binaries such as European viSurapean
namul ti tude of ways. As o6others within, o tfF
in Europe and elsewhere) with an experience of inversion in identificatory
pr oc e'® Exadly this inversion (the condition of being different from others, as
wellasf om oneds own self, if following Epstei
character, which portrays a number of cultural identifications that could be performed.
Furthermore, it can be suggested that N
gvesexp ession to the directords own transcul
embodiesi a scholar of Turkish ethnic origin teaching Goethe and German cillture
can be directly projected onto reality regarding Akin himself. As one of the new faces of
Germancinema, he has been often questioned on his German beldAgikea son of
Turkish immigrants (raised and educated in Germany), Akin perceives himself as a
German filmmaker, although his artistic expression has been marked by the recurring
themes of theeturn to the homeland, the search for identity, the dynamics between
European and neBuropean sentiments. Similarly to other filmmakers emerging from
i mmi grant or diaspora communities dhd beari
Akin displaysacopl ex sense of MAEuropeannesso on th
| anguages, cultures and perceptions of bel
Nejatds character and his o6travel to the s
Hamburg anddtanbul) illustrates a model of transculturality going beyond the binary
opposition of Anati veo and Aot her o cul tut
understanding). Akin rather articulates an aeittnographic identity, which refers to
Ho mi B h a mcepwdizatiorc af negotiated differenéeiwher e di fferenc

"Mi yase Christensen and Nezih Erdojan, BHhiftmeg Many Fa
Landscapes:Film and Media in European Contexed. Miyase Christensen anfle z i h Erdoj an
(Newcastle: Cambridge Scholars Publishing, 2008), 3.

"7 When Akin received theGolden Bear for Best Pictungith Head On(2004),it was notablethat the

first in decades Germaoroduced film winniig at the Berlinale, was created hysecond geeration

immigrant.

178 See also Hamid NafigyAn Accented Cinema: Exilic and Diasporic Filmmaki(Ryinceton and

Oxford: Princeton University Press, 2001). Naficy researches the filmmaking of postcolonial, Third

World, and other displaced individuals liviligthe West and how their personal experiences of exile or

diaspora translate into cinema.
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neither One nor the Other babmething else besides brtween'’?

I a new entity,

whi ch I S constantly shaping i n bet ween c u
character, Akin manages to @estruct dominant mass media discourses that depict

German and Turkish identities as binary oppositions. His artistic discourse constructs
novel meanings by deferring cultural di ffe
where his new position on undénding Europe emerges. Akin creates a new model of

a cultural identity that can be understood as transcultural, since it is constantly in a
process of o6becoming,6 referring to Hal/
which allows for the ranifestation of difference within the same personality, as being
simultaneously different from others and also from the self (regarding Mikhail Epstein

and Julia Kri st evadle Etilgh ef deavemamgcodesidantityt hi s s e
intoaprocessual onstruction, which transcends cul t

and transcultural entity.

Y SMMNW o=y L
T‘Klvls_“.l‘!- Wik

v«

e

Fig. 10.Fatih Akin, The Edge of Heaanermany, éOO?D]ttp://WWW.imdb.com

On a different layer, the plot dhe Edge of Heavetells another transcultally
encoded story the one of the German university student Lotte and the Turkish asylum
seeker Ayten. To a certain degree both characters represent the dichotomy between the
metaphors of theéourist (Lotte) and thevagabond(Ayten/Gul) with which Zygmuat
Bauman conceptualizes freedom of choice and movement in the postmodern condition.

If the former illustrates the world of the globally mobile, the latter represents the world

1 Bhabha The Location of Culture219.
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of the one who is locally tiet?® Furthermore, these conceptualizations corredpo

Baumands own reading of glocalization as i
ot hé®ts. o

Thi s narrative l i ne al so evokes Turkey
Foucaul di an manner, it displays t he nbdisopol i

experiences of police control, imprisonment and discipline. Before being departed and
jailed in Turkey, Ayten (who is a radical Kurdish activist) is denied political asylum in
Germany, on the paradoxical grounds that since Turkey is a countryGaetieg e 6 of t h
EU, It cannot endanger the girl és Theaf et y.
Edge of Heaven t sel f shoul d be interpreted as an i
the new Europé®?

The complex socigolitical climate that Akin gasps, however, emerges as the
counterpoint of a potential transcendence of borders between the EU and Turkey, which
proves possible through interpersonal interaction, friendship and love. The gradual
falling in love of Lotte and Ayten (that they expressknglish) renders the emotional
texture of a relationship, which crosses natitate borders, physical distances, cultural
and gender categorizations. Akin uses the tropgesfder trouble which portrays
identity as udixed, performative and frefoating (unrelated to essence) social
construction, as Judith Butler has defined it in her theorizations of sex, gender and
critically queer performativity’** Mor eover , the representation
relationship and t he tabymbobc crossingfdoauadanes, ngd f
which Akin employs creatively in order to subvert atrdns-code any form of
essential i sm. Thus, it can be concluded 1
transcultural identities and processes of transculturatioratgseas a critical discursive
strategy, which c¢chall enges cultural 6ot her
CONscCiousness.

With regards to critical and creatitans-coding the next section will engage

more exampl es f r omexpressian.hrheAikal chapter witt exploeemat i ¢

80 See alsoZygmunt Bauman,Globalization: The Human Consequencédew York: Columbia
University Press, 1998).

BlzygmuntBaulmn, A On Gl ocalization: Or Globalization for
Thesis Eleverivol.54, No. 1 (Blackwell, August, 1998), 30.
¥Philip FFleenc hEd g él of Thed e@uardian, ®4 February 2008.

http://www.guardian.co.uk/film/2008/&¢24/drama.worldcinema (accessed 15 January 2015).

183 See also Judith ButleGender Trouble: Feminism and the Subversion of Identigw York and
London: Routledge, 1990.)
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further the discursive strategy of representing transcultural identities by analysing as a
case study the travelling exhibitidinited States of Eurog@2011-2013).

3.2 Sampling of cultural repertoires

This sulzhapter aims to suggest that trancultural aesthetics could be also understood as
a creative praxis composed dfans-coding functions, such as intertextual and
intermedial remixing and recontextualization of repertoires across cultural borders.
Initially, the text will sketch out certain theoretical perspectives on the postmodern
gesture of sampling signs, which art and media historians have defined with the often
interchangeable notions of collage, pastiche, appropriation, remix, recycling. From this
stand point, the subchapter will argue further that the creative process of remixing
repertoires in a crossultural order could be artistically employed as a form of critical
and creativérans-codingthat can trigger processes of transculturation.
With thisregard, the subversive and transculturalizing character of thellsa

TurkishGerman cinema has marked the emergence of a transcultural European
i maginary. For instance, Fatih Akinés fil mi
creatively constitutes third space( i n ref erence to Bhabha and
which emanates a transformat istesos@ptd trans
perspective towards cultures does not only define the identity inversions of his
characters, but also maps copicglly his overall work.His aesthetic approach of
generating a crossultural third spaceinvolves the postmodern creative gestures of
appropriation, quotation and recycling of cultural repertoires. As Akin has put it himself
in relation to his filmTheEdge of Heave(2007):

| am a cinema DJ. | can mix Fassbinder with Fellini. Cinema reminds of sampling.

CostaGa v r a s Missimginflueaced me. | tried to shoot the runaway scene like

Polanski would do it. | try to watch a movie a day. | watched aflsilent movies

before this. | really tried to tell the story in the form of a silent movie, without
language. This is DJint>

184 Referring to Salman Rushdie who has written on the bicultural world of theisetbsubjects and

their doubl e perspective, or as h e Sep alddmaginaty, their
Homelands: Essays and Criticism 198B91(New York: Penguin, 199219.

185 |Interview discussing the making ®he Edge of HeavdsyKar i n LuFafai BadkinfioThe Ot
Si de of Pdisa/eioce B01Ehdtp://www.parisvoice.com/movies/4Zatih-akin-gtheotherside

of-heavenq (accessed 1 March 2015
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7

To a certain extent, Akinds quote OOmigrate
post moderni sm Rol aonnd tBhaer tenneds 60 fdi (Slciotue rsaer y)
Death of the Authoro (1968) Barthes states:

(é) the writer can only imitate a gesture
original. His only power is to mix writings, to counter the ones with the
others, in such avay as never to rest on any one of them. Did he wish to

express himselhe ought at | east to know that the i
6transl ateb i s -farmed dlictibnaryp itsl wordsaonlyr e ad y
explainable through other words, and so on indefmil vy ; (é) |ife never ¢

more than imitate the book, and the book itself is only a tissue of signs, an
imitation that is lost, infinitely deferreld®

I n this directi on The &dge of Heavapuldde therrabem AK i n ¢
Susanne ( L oitpermrined bynldanhna Schygullaone of the stars of New
German Cinema and a loigrm inspiration foRainer WerneFassbinder, whose work
as Fatih Akin describes, has influenced his creative expression. Thus, in her role

Schygulla emerges already as amyh'®’

(Barthes), which Akin has employed
conceptually into the plot of his filnThe Edge of Heaven itsedcycles the typical for

Fassbinder repertoires of subverting common perceptions of immigrants as cultural

others. The following subsections willemplbyur t her exampl es from Al

of 6cinema DJingbé.

9

Fig. 11.Fatih Akin, The Edge of Heavegi2007, Germanyhttp://www.imdb.com

1% Roland BarthesfiThe Death of the Authér ImageMusicText (tr. StephenHeath) (London:
Fontana Press, 1977), 146

187 According toBarthesmythis a third order of significatiorcomposed of a denotative and connotative
level Translated into the actual example, this would mean that on the level of dendiathma
Schygullais a German actres@n the level of connotatiorSchygullasymbolizes the ethos of New
German Cinema and F SeesalbdroaddBarthesyythalogies(@a9k ednlgndon:
Vintage,1957),142-143.
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3.2.1 Culture ofsampling

David J. G u n k@f Rémsxogy: &thies mrtd Adsthedids after Re(@045)

di scusses Oremi x6 as a -exstmgoedia qgomtemtcatross e o f
musi c, l'iteratur e, visual arts and digital
mix-u p 0 , as he puts it, bet ween notions of
sampling, pastiche, cwdndpaste and so on. According to him, these methods of

remi xing content date back to o6coll aged i
include works by Pablo Picasso, Georges Br
l'iterampydoodt cutting and rearranging text.
magazines, as well as the eleeimustic sound compositions and sonic experiments of

musicc on cf® Gtuemk el 6's broader reflections on R
authorship and remix s t hat Afwe can say themant t he D
manifestation of the way authorship has always been situated, instituted, and
constructed*®® as he writes elsewhere.

Since the modality of sampling repertoires is not only intrinsic for the cuifure
making art, but also for the culture of ma
0the death of the authord has been reshuff
Homi Bhabha, insists that cultural translation should be understood both as
representation and as reproduction

(é) translation is also a way of imi tating, but
imitating an original in such a way that the priority of the original is not reinforced

but by the very fact that tanbe simulated, cdpd, transferred, transformed, made
into a simulacrum and so on: the originaloé is

Furthermore, Julia Kristeva explains the translation of cultural content through
her coinage of intertextuality the formation of atext through the borrowing,
transformation and cultural recycling of other-erasting texts” which she introduces
as a reflection off Zy§mumk hBaimard sorredporalihgty,g i s m.
recognizes that culture as praxis is a matter not only of creddiid also of repetition

and reproduction. Specifically, in the context of global cultural flows as Bauman claims,

18 David J. GunkelOf Remixogy: Ethics andeathetics after Rem{Cambridge: MIT Pres2015)

¥pavid J. Gunkel, AWhat Does it Matter Who is Speak
PopularMusic and Societfol. 35, No. 1, February 20}278.(Accessed 30 March 2016)
YBhabha,hirTdheSpTace, 06 210.

191 julia KristevaDesire in Language: A Semiotic Approach to Literature and (Aew York: Columbia

University Press, 1980
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i f A(é) the catchword of modernity was <cre
recyc®ing. o

Moreover by sharing JeiarpessBnsm camdi coriceptr af 6 s me
simulacrum Fredic Jameson analyses the postmodern condition as loss of historicity
and the schizophrenic production of emptted stylizations, which are commodified
and consumed® Jamesonds renown e dpastthelasa bree ofannounc
post moderni smés most significant features.
reformulations of symbolic meanings and signs weaken the associations with the
original refereni a connection, which according to him, is better graspatié¢hier less

dominant postmodern forms of reuse, such as parody and kitsch:

Pastiche is, like parody, the imitation of a peculiar or unique style, the wearing of a

stylistic mask, speech in a dead language: but it is a neutral practice of such

mimicry, wit h out parodyo6s ul terior moti ve, wi t hout
Pastiche is blank parody, parody that has lost its sense of Atfmor.

Thus, according to Jameson, postmodern or contemporary art as a form of pastiche is
Agoing to be awokindrofiwae] f(én anaeeof its
involve the necessary failure of art and the aesthetic, the failure of the new, the
i mpri sonment®Jiamesbedpast adbement can be und
his broader criticismon capitalit | ogi ¢, commodity society an
the Awaning of affé®®to in postmodern cul tur

3.2.2 Sampling of signs as a symbolic resistance
Linda Hutcheon offers a different than Jal

which favours the dkr e f | e x i wanscious,ii satbntradictory, seH

undermMm‘ahagacter of postmodern culture. Co

27ygmunt Bauman, AFrbor Pa |l hom tli STGuestionssodCulturad ent i t y,
Identity,ed. Stuart Hall and Paul du Gay (London: Sage Patitins, 1996), 18

193 See also Freit JamesonPostmodernism, or the Cultural Logic of Late Capitali§@urham: Duke

University Press 1991).

19 Fredic Jameson A Post moder ni sm an dTheCAntiAesthaticr EssS8ys on et y 0 i r
Postmodern Culturéed. Hal Foster). (Port Townsend: Bay Press, 1983), 114.

%bid., 115-116.

1% Fredric JamesonPostmodernism, or the Cultural Logic of Late Capitalist@urham: Duke

University Press 1991).

97| inda HutcheonThe Politics of PostmodernisttNew York: Routledge, 1989).
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that post mod e r-iree, dezaraive, di is s tfi @ rhgooile nfette past,
Hutcheon argues thatparodyy an i roni c pl ay wipdiiizesoci et y

representation and resists the ideology of interpretation:

( € Yhrough a double process of installing and ironizing, parody signals how

present representations come from past ones and whabddml consequences

derive from both continuity and difference (¢€&)
terms: it both legitimizes and subverts that which it parotdfes.

On a similar note, this dissertation recognizes the role of parody and its trarisferma
potential in socially engaged artistic expressions andgesggrated content (as a topic
of the next subchapter). Recycling and remixing of cultural signs, then, can operate as
modalities of critical and creativieans-coding In this sense, the saiimg of cultural
repertoires as an arti-sasecDpchcHebdi gedsdcut
bring about an expression of resistance.
practices, (cultural) 1 dentadfdrms ofaresidtantehe ar t
plays out in his writings on subcultures, style and the fusion of cultural influences
within Afro-Caribbean musit® In Subculture: The Meaning of Styld979) he
compares the subversive energy and eclectic philosophy of punk (andayhell
subcul tur al st yl es arietheqguntesséntialccettieedpdacticei t h 6 &
of the avanigar de Dada movement. Drawing wupon An
Dadaism, Hebdige recognizes that the radical for Dada and Surrealism iaesthet
practices of collage, use of reamhades, dreams based work, which provoke
juxtaposition of different realities and generate a subversion of common sense, are
relevant for the styles of revdft: Certainly, the same social tension and potential for
symbd i ¢ resistance has m&7akHeldigé defines itvBinded st y |
the 1970s graffiti and street art has turned into a transnational movement, whieh by re
appropriating (urban) spaces aims to transgress social boundaries. Within this ¢hapte
conceptual framewor k, particular consider a
device of remixing signs and thusans-codingmeanings in critical and creative order.

I n the context of mapping todaybés art

European consciousness (as objective of this dissertation), mosehet i oned Banks)

%8 1bid., 94.
99bid., 93-101.
20 gee also Dick Hebdig&ubcultures: The Meaning of Sty{eondon: Routledge, 1979).
201 |h;
Ibid., 105.
22Djck HebdigeCut 6 ndmi x: Cul t ur eMusit @andon and New ¥artkdRo@ladge, b b e a
1987), 130.
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satirical Sstreet art. Several of his receil
ineffectiveness in dealing with the ongoing refugee crisis. For instance, in January
2016, an artwork representiLreg OO S@@B2pd | ferso m
has appeared on the Fr enlthe etmbaarss yiérs tflae ad
just like the CS gas can bellow her, comment on the use of tear gas by French
authorties in the refugee camp in Calais, France. The interactive and transmedial
element of the work the stencilled QR codk links to an online YouTube video that
shows the police violations on the camp. Banksy builds his criticism by
recontextualizing the gpular image of Cosette, based on a drawing by the French
il lustrator £mile Bayard, created for the f
has been transformed into an etching by Gustave Brion, and later has been largely used
promotionally in catemporary interpretations (films, musicals and interactive games)
of Hugods novel. I n this sense, Banksyods ¢
of an emblematic for French culture repertoire with a new meaning.

Similarly, an earlier artwork diis represents the late Steve Jobs (the founder of
Apple) as an immigrant carrying an early computer model and a bag of belongings over
shoulder. The work had been sprayed on the walls of the refugee camp in Calais in
December 2015. It plays with Steve 306 per sonal background as
immigrant to the US and tries to subvert common perceptions on immigration as
necessarily downgrading for the host countr
new connotations, which Banksy has mastereduaotly, can be also understood in
terms of critical and creativeans-coding

85



Imaginative Extension of the Self ir@altural Othersi Lora Markova

Fig. 12.Banksy,L e s Mi g2016xtpl/asksy.co.uk/out.agfeft, centre) o
Fig. 13.£ mi | e BYayng Codette sweegi(drawing, 1862https://commons.wikimedia.or¢right)

Fig. 14.Banksy,The Son of a Migrant from Syr{2015)http://banksy.co.uk/out.asp

3.2.3 Sampling of culiiral codes as a transculturalizing strategy

This subsection aims to suggest that the creative methods of sampling, reusing and
remixing cultural codes can trigger creatively reified processes of transculturation.
Therefore, the sampling of cultural reeérés can also operate agransculturalizing
strategy, which artists and filmmakers make use of in constructing third spaces beyond
cultural boundaries.

Ellen Berry and Mikhail Epstein propose that multiplicity of viewpoints in the
creative act allows of transcendence of cultural contexts and can serve as a
transculturalizing strategy. With this regard, Epstein identifies the essay as the
quintessential transcultural genre, since it is a hybrid form into which all other genres,
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or what has been exclud&@dm them, can assemble together. The highest manifestation
of such creative transculturation, Epstein discovers in hyperauthorship that can
guarantee a multiplicity of perspectives into one symbiotic gefransculturalizing
startegi es dueabe us ®rurEte iddas/thatfiseemcmost disparate, thereby
compelling connect i on s? mthissense, thmsdmplingpof e di f
cultural repertoires, as a fusion of diverse perspectives, can also perform as a
transculturalizing strategy thgenerates novel perceptions. Sampling can function as a
critical strategy ofthirding-as-otheringt h a t all ows fdohamaocchoical
which speaks through its otherness, as Edward Soja has put it. Thus, the creative
constructipaced bhetbtwdéemdcwsl tur al i nfl uences
become a constituent element of transcultural aesthetics. Furthermore, the sampling of
repertoires could function as a discursive strategy, which conceptually provokes
transculturation.

A distinctive repertoire, which has traversed most coestiral creative
expressions, is the trope of the journey, which is archetypical in our collective
imagination, also as a metaphor for living and identity construction. As Vladimir
Proppos eapplied stracturaleahalysis of Russian folk tales already suggests,
the heroi the protagonist can prove as such between the functiondegartureand
return”®. Rendering the countless crasstural translations of the recurring theme of
the journey, inintertextual and intermedial order, seems slightly possible. In literature,
the origins of the journey as a theme can be searched back in mythological narratives, as
Mircea Eliade (among others authors) has suggested in his TowkViyth of the
Eternal Réurn: Or, Cosmos and Histor§1971)?° In film culture, the emergence of the
0road movied as a dgheparliestcnematic keferendes (Lendereb a ¢ k|
br ot Areval ef@ Train at La Ciotat1895 andGeorgeM®!| i sd& A Trip t o t
1902 as the editors o€rossing New Europe: Postmodern Travel and the European
Road Movie( 2006) have mentioned in reféfence t
Thus, the trope of travel has emerged as a -@uolssral leitmotifi a subject of constant

recontextalizations between cultures and creative expressions. The road can be also

BE] | en Berry, fThe LTaawdcudtigasBxeesnenid8D3. Genres, 0 i n
204 propp defines 31 narrative functions in terphology of the Folktal¢2nd ed. Austin: University of
Texas Presq,968) among which leaving home is central for the progression of the plot

25 Mircea Eliade, The Myth of the Eternal Return: Or, Cosmos and HistfRyinceton: Princeton
University Press1971).

2% Ewa Mazierskaand Laura RascaroliCrossing New Europe: Postmlern Travel and the European
Road MovigLondon:Wallflower, 2006, 4.
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read as an archetypical model of transculturation, since it symbolizésrthepaceof
cultural encounters, interactions and potential cultural transformations, where identities
are negotiated and performed.

In this direction,the creation a crossultural third spacecan be mapped
throughout the oeuvre of Fatih Akin, and specifically in his docume@eogsing the
Bridge The Sound of Istanb{2005). The film investigates tHasion of Eastern and
Western music influences in music scene of Istanbul, which being at the interstice
between Europe and the Orient, emerges as a real and a virtual centre on the map of
transculturality. FurthermoreCrossing the Bridgewith its transendence of cultural
boundaries and literal crossing of geopolitical bordesenstructs a space of
transcultural coexistence between Eastand Weste n, t he cityds musi c
the third spacewhere differences and identities are negotiated.ulictions as a
synecdochic version of a transcultural Europe and evokes the constitution of a creatively
rei fied fAanother Europeo (lrn sr eRfog reekrocse ctom ¢

of éanotherd culture, discussed in the prev

BRUSSING THE BHIUEE

THE SOUND OF ISTANBUL

Fig. 15. Fatih Akin, Crossing the Bridge: The Sound of Istan(ﬁﬂOS Germanymttp [iwww.imdb.com

The Edge of Heavef2007) similarly entails the fusion between West and East
and between Christendom and Islam through enmpipthe interreligious narrative of
Abrahamdés sacrifice of his son. The final ¢
Kur ban Bayr am, which cel ebrates Abrahamos
the holiday between the main characters highlighé& both Christians and Muslims

share the same religious plot. This moment becomes subversive for tfgthswn
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relationship, aylomesof Thbe, f wl mbsns®Akrnods
story of Abraham is stylized into a transculturalegpire and a symbol of the parent
child relationship, which the whole movie recounts.

Furthermore, Akinds intertextual referen
sample literary codes in intermedial order. For instance, the false name Gul Kérkmaz
usedby one of the female protagonists in the filmAyten, is borrowed from Selim
Oz d o g an e Daughtek of the BlacksmifB005Y%’ that tells the story of the
young Turkish woman Gul who migrates to Germany in the 1970s. The book itself
appears in the Im (with a fictional Turkish translation of the title) as a present that
Nejat gives to his father Ali. This inter me
a framed narrative which resonates with A\
culturaltranslation of aesthetic codes between artistic media can be conceptualized as a
process of creative transculturation.

In conclusion, it can be suggested that within artistic intertextual variations
(exemplified by Aktiansdulturatwaam He al$o anderstondsat then ¢ e )
dynamic crosgultural exchange of signs into a simulacral relationship, whose
reference point has been lost in translation. Moreover trires-coding of cultural
repertoires can be empl deg which @nss togre)dradtice at e gi C
processes of transculturation. With this regard, the following chapter will explore as a
case studyRemapping Europe, a Remix Projg@013), organized by the DocNext
Network and the European Cultural Foundation (ECF), wb@ttests dominant media
representations of migration in European societies bynixeng media and film

archives.

27 gelim Ozdogan is TurkisBe r man wr i t er f r o machseifriendl ef hig).eHiseoved t i on ( a
The Daughter of the Blacksmittes originally published in German in 2005, arahsiated into Turkish

in 2007. The copy of the book shown in the film is
The latter was still in process while the shootingloé Edge of Heavenok place.
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3.3 Encodingdecodingencoding cycle of critical media participation

Whil e fAthe death of the a uhelpreviods subchapters pi r ed
this section will focus on fAthe birth of ¢ttt
active role of the audiené® It will be arguedthat the participatory aspects of our
convergence cultur@lenkins, 2006) and the activde®f both artists and audiences in
encoding/decoding (Hall 1973/1980) and potentidians-coding meanings should be

taken into consideration while studying processes of transculturation. It will be also
suggested that Hal | 6s iethoughtinto al@op system oimo d e |
encodingdecodingencoding involving the generation of nemeanings at the receiving

end.

In European context, can be mapped the emergence of transmedial art projects,
which reimagine Europe across media platforms andlahibes of participation. For
instance,Farewell, Comrades(2011-13) is a coproduction betwedbebrueder beetz
filmproduktion Artline Films, ARTE France, ARTE G.E.I.LE. and ZDF Germany, which
has a transmedial character and involves elements of paudigipadeo Farewell
Comradesincludes six documentary TV serigg@adcast across a number of European
countries),interactive web componengxhibitions and live events, with accompanying
books and DVDs. The aim dfarewell Comradeslis to offer an ingractive and
immersive online documentary format built upon personal narratives by citizens from
the former Eastern Bloc. The emotional texture of the documentaries counts on personal
i nsights and reflections on eveughdeay 0 s I
mediating real life stories represented by the postcards, the project gives a voice to
European citizens, who encode new meanings and construct alternative discourses on
the collapse of communism. The collection of postcards is structured chricabigg
geographically or thematically (e.g. under the topics: industrial production, love, escape,

freedom of expression, media, religion, secret service, utopia and others).

Rol and Barthes, AdredslmagedusibTexo(fr. Steghen Heéath) (London:
Fontana Press, 1977), 148.
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FARELIELL 5 COMRALDES!

" A TR o T

4 FAREHELL COMRADES

Fig. 16.Farewell, Comrades{2013)http://www.farewellcomrades.com/en/flash/#/home/

3.3.1. Active audience reception and dimensions of media participation

By applying a semiotic approach mytf® refere
and the polysmic sign),StuartHall develops a communication model of encoding on

behalf of the producer, and decoding on the side of the recélafirassumes that

events, objects and people do not possess stable meanings, but rather that the meanings

are produced bthe participants in a culture, who have the power to make things mean

or signify something.The encoding/decoding model was developed in relation to

television in the 198006s and aipreslispese expos
audiencedo percev e O pr ef er&As dall puts &, iéngst.here i s no o
meani ng. Meaning 6floats.® |t cannot be fi:

the work of a representational practice, which intervenes in the many potential
meanings of an inge in an attempt to privilege o0&

According to Hall there are four stages in the (televised) circuit of meaning:
production, circulation, distribution/consumption and reproduction, which are
o0rel atively autonomous. 6 Eas&dzechby embeddimgof t hes e

meanings. However, the reception of meanings (decoding) at each level might differ

299 Analyzing the cognitive dimensions of representation, Barthes discusses the levels of deihatation
naturalizingmechanism, and connotation, wheagescan be recogned. Roland Barthedythologies
(1990 ed. London: Vintagd957),142143.

410 stuart Hall, Representation: Cultural Representations and Signifying Practitesdon: Sage
Publications & Open University,997),228.
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from the intended encoding, since television messages are constructed as polysemic
sign systems that can be interpreted in different ways. The deeotatiel of the
television sign is fixed by certain codes.
subject to active transf or matiTbus snulipewhi ch e:
connotative configurations can exist. Still, not any interpigaiais possible, but only
the one which is O6imprintedd in certain |
distinction between polysemy and pluralism. For instance, poslations embedded in
the stage of production can influence the point of réaeptTherefore, the
communication circuit also functions as a circuit reproducing a pattern of domination.
The messages can be structured in a dominant hegemonic encoding/decoding, which
directs towards O6preferred mdhesamecududa i f pr
codes. If the audience is framed within other social position, alternative decoding and
reception is possible?

In conclusion, Hall systemizes three hypothetical positions of decoding. The first
one is thadlominanthegemonic codevhicht r ans mi t s Opreferred mean
one relates ta negotiated codewnhich accepts the hegemonic position, but operates as
a mixture between adaptation and opposition within specific circumstances. The last
one isan oppositional codewhich implies that receivers understand the preferred

encodi ng, but decode in contraryiltays. Th
struggle in di%coursed can emerge.
From a broader perspective it can be not

traditonshaa s certain aspects with Umberto Ecods
19606s e mph as iopes dnfinisiiiedand ita intdrpeetation is sultilayered
and predetermined by tlemmpetenceand thecultural encyclopaedi@f the readef**
Similarly, the hermeneutics tradition within reception studies has taken even further the
role of the audiences as active producers of textual meaning.

Hal | 6s communi cation mo d e | of encoding
construction of O p r eléengadrbg canotime approachg alsd wa s

originating within the Birmingham School of Cultural Studies. Paul Willis tacitly

Stuart Hal l, fEVedsdandrCgliurl Smded: iKeydMorkedsn Meenakshi Gigi
Durham and Douglas M. Kellner (Malden and Oxford: Blackwell, 2001), 169

2 |bid., 163173.

3 bid., 1723.

214 See also Umberto Eche Open WorkCambridgeHarvard University Press, 1989jhe Role ofhe
Reader: Explorations in the Semiotics of T€Rkomingtoni London:IndianaUniversity Press, 1979),
The Limits of Interpretatio(Bloomington:Indiana University Press, 1990)
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guestioned Hall s stress on ideology and it

and emplacement. Willis argued that working class acoe embodied and emplaced

i n concrete soci al settings, which they nec

k n o whirgresponse, Hall has reconsidered the behaviourist model of the audience

as a blank subject and moved towards the notioneoftld act i ve&® audi ence. 6
Hal | 0s encoding/ decoding has al so becot

Mor|l eyés ethnographic approach?’

Mowaegéds con
work is based on the hypothesis that decoding varies by-deniographic factorsuch

as age, gender, class, race and related cultural frameworks. One of his central concerns

is to oppose the textualist approach towards media perception, which envisages that
meaning is givem priori as inscribed in the text. Thus, he recognizes thieeamle of

the audiences in the production of meanings. Morley demonstrates the complexity of the
encounters between texts and viewers, which are determined by social structures and

ot her texts. As 1l en Ang furt heinthatextsect s it
themselves: a certain text can come to mean different things depending on the
interdiscursive contexX®f in which viewers in

Chris Rojek observes that whlteh e encodi ng/ decodi ng model

concern wi t h hsodw iindteco | bgwpng wacque and t hr ouc
subjectivityo it has been widely and Amis
communications researgrer se’’°St i | | , regarding Hall ds inpu

reception studies, this swdhapter will qestion the relevance of the model in the
context of shifting media | andscape. Hall 0s
has emerged in the settings of a mass media dominated bwagnehannels of

transmission between producers and audiences, suiteaision. Taking into account

the consequent technological transformations and the emergence ofenmaeh

interactive media (allowing for decentralized discourse formation) it becomes

reasonable to interrogate the application of this communicatiorlmothin the novel

Chris Rojek, fiStuar:t Hal |  Quiucal Theloye Cl&sicalnandn gham Sc
Contemporary Position®d. Tim Edwards (London: Sage Publications, 2007809

1% The encoding/decoding model originally presented by Hall in 1973 has been restated in three more

versions.

"Morl eyb6s empirical 80aseéd asraccse study theiBatigh news pprogrammel 9
Nationwide

I en Ang, fAOn the Politics dkdiaBmpCulural Sadies: Keydi ence |
Works eds. Meenakshi Gigi Durham and Douglas M. Kellner (Malden and Oxford: Blackwell, 2001),

177.

Chris Rojek, fAStuart Hall and the Birmingham Schoo
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media circuit. Thus, considering the opamded character of participatory media, this
paper proposes t ha tthougha Intb & shaksystedneof constanh b e r «
encodingdecodingencoding characterized by novel processes ofnhagation of
meaning at the receiving end.
For instance,in Convergence Culture: Where Old and New Media Collide
(2006) Henry Jenkins expands the understanding of interactivity to a mode of
participatory culture that does not primarily signify a technollgievolution; rather it
is a cultural shift, altering the relation between author and audience and suggesting
decentralization of cultural production and opinion formaffdn.Contemporary
audiences find online possibilities for communication, creativity] art beyond the
authority of traditional informational and cultural gatekeepers (publishers, museums,
galleries, newspapers, radio, television, and Hollywood), which have been displaced by
digital and social medidn these cultural and media settingsnkins discusses the role
of popular culture in emerging political communities. Blogging, for example, as a form
of social expression explains the aspin power that interactive medium possesses
through the presentation of the actual mfdtieted naturef many topics and the fact
that it is the opinions of the masses emerging in opposition to mainstream Fadia.
instance, according to Jenkins, the web portals Moveon.org and Meetup.com, lead back
to the alternative medunderground reewspapers, activist p e o p |
zines and early web acti vi smadia irmthedrisetohe e mer
Seattle protest€ Through the notion oPhotoshop for democracfusergenerated
images that often map themes from popular culture ontdigablcampaigns) Jenkins,
describes the way in which participation across all media (that he defitressmedia
storytelling allows for viable political activisml he r ange of exampl es o

of fandom culture includes such initiatives ae thrtual presidential elections ifhe

Simsonl i ne community Al phavill e, t hat have
attention; and Moveon.orgds <campaign M@dABust
i Obama i n 30 Secondso) e n c ogemeetgd arg t he [

commer ci al s. Dr a w Callertivel Iptaligencdg20@0Y, FenkinsRavgyesd s
that these fAisometi mes treacherous spaces to

after all teach principles of deliberation and civic respongbiiénkins insists that this

220 Henry JenkinsConvergence Culture: Where Old and New Media Col{idew York: New York
University Press, 2006), 222.
?2!bid., 220.
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kind of usefrgenerated content and mass dispersion is a serious act of citizéffship.
Thus, his thesis resonat ecsltura citzénshinwhztkk St ev e |
he uses in order to articulate the democratic patkotimedia participation and media
literacy.

Moreover, the emancipatory role of (digital) media has been also a central
motive within the work of Manuel Castell s,

from the perspective of the Arab Spring uprisinigat thave employed the networking

mobilization of slrdocmatioh Agetelad)y and TheCRower efl | s 0
Identity ( 1997) , I n particul ar, deal with the
i dentitieso c hstatelwhichpavetigeott eentnatli am devel op

22Z3dasd ®dil ®16 tcromn g fi drurha toino

identitieso ai ming
reflection that structures and identities are constructed in the intersection between
multiple global, local and structural forces, vehthe cultural codes of the information
age allow for change in power relations. As a result we experience a twofold process:
media and technological transformations provide actors with the opportunity to meet
and engage in collective actions, andattherse t i me At he | ogic and t
el ectronic media fr &hehusaCastellssargues thatumedia p ol i |
transformations have empowered people not onlgotinect andrganizethemselves
easier, but also to produce meanings and differepresentations of the world. Since
representation is distributed within the network, the structural difference of the network
results in the construction of new subject
do more than organizing activity andasimg information. They are the actual producers
and distributoCacft etllstbubaloadaeuueesshhater vat i c
it Atranscends and i ncludes t he di ver sit
representation: the culture akal virtuality where makebelieve is belief in the
maki?°g. o

Recognizing the pitfalls of the rhetoric hype on the democratic potential of new
media (and as a direct <criti gNieoCarpentidrenki ns €

proposes a theory on audoen participatory activities, which diversifies between

222 |bid., 206-239.

BCcastell sd mul tiplhe Zapatistampolement, environmenialists ferniaisd gay
communities.

“Manuel CastellsThe Power of Identity, The Information Age: Economy, Society and Cialuene

Il, (Cambridge and Oxford: Blackwell, 1997), 312.

225 |bid., 362.

226 Manuel CastellsTheRise of the Network SociefjheInformation Age Economy, Society and Culture
(Oxford: Blackwell, 1996)375.
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di mensions of #dAparticipation 6indé tihe medi
correspondi-ngl gt edicpatencti pati ond Taemd Astr

first definition stands foe i t her mor e Oact i-professiomalainthe ci pat i

production of media output (supported by three conditions: access to, interaction with

and participation in the media organizati on
interaction wih media content; the latter, can be understood as participation in society

through media, which entails participation in powlgnamics and decisiemaking

processeé® Thu s , Carpentier also criticizes Jenk
of fusion betveen topdown/corporate and botteop/grassroots media productions),

claiming that:

(é) t he convergence argument al so seems to b
commercialized medi a worl ds, whi ch tend t o h
hegemoni se medwaadls tcoemdemndy itcati on (é) the | oclL
many of the interfaces that facilitate and structure these participatory process,

remains firmly in the hands of companies that are outside the participatory

process?

Carpenti er ma k emstonahe gtiudtusal organinatian rofo/@dobap) o i
media industries, echoing early Frankfurt
of cultural mass production into a culture industry. Still, what seems more relevant
within the scope of this dissertationhsi s 6é mi cr o6 di stinction be
dimensions of participation with media content. In this sense, it can be presumed that
0playingd with the medium and generating c
carries the conadopatritomrci pat iamn OGilact compari s
i nvol vement , where interaction coul d be r
functions, such as oOLi ke, 6 O6Share, 6 0Comme
his prominent dystopian perspective:

In fact, the interactive mass is still a mass, with all the characteristics of a mass,
simply reflecting itself on both sides of the screen. But the screen is not a mirror

(é) there is no ot herijustasudaceoNo hitlderefatcs cr e e n . No de
just an interfacé®

“’Ni co Carpentier, #M@anteaxteu adoinsviergyehwctelsar 6 Newd Tec
Increased Participation, Novelty and Uniquengss. ICultural Studies(Vol. 25, Nos. 45 July i

September 2011, 51533), 519520.

*?%|bid., 521.

?29hid., 527.

#03ean Baudrillard, @AThe Virtual ||| ukebrp GultureDr t he AL
Society(London, Thousand Oaks and NewlllieSage Publications Vol.12, 1995), 101.
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Departing from here, the next section wi
participation with (interactive) creative mediums could allow for critical engagement
and facilitation of transcultural processé&oreover, theencaling-decodingencoding
cycle can serve as model attive audience receptiomp-creative interaction and
translation of symbolic content. This also could impigcesses dfans-coding which
open the potential for (ejrreative transculturation.

3.3.2Critical and creative audience participation

From an art historical perspective, the relationship between interactive medium and
viewer 6s participation can b ®ietetdaneld back t
In 1932 Bertolt Brecht makes his inafe nt i al critical call for

monologic character:

Change this apparatus over from distribution t
ever persistent, incessant suggestions for the improved use of the apparatus for the

general public, we have tock the social foundations of this apparatus, to discredit

its use for the benefits of a fe’.

Thus,Daniels poses the question if interactivity should be understood as technology or

rather as ideology. Moreover, Dieter Daniels finds a direct link betvigteractivity

and the creative energies of the avgatde movements during this period. For instance,

surrealist poetry introduced the practice of collective authorship; while Italian Futurism

with its fascination with technology and machines appeaetie¢ masses and opened

new creative spaces, whi cH ni nvhel VLOd 09D e Kti ant
and OpAr t enabled early forms of I nteractivit
within the construction ®&fs tvlagi auswamrk. mlor
such as Al Happeniig,aruxus and Berformancansformed the viewer

into a participant actively involved in the creative processesMor eover , t he
aesthetic programme of interaction between artist, audience r@wdrla can be
conceptualised t hr ouigidrmediandsignedCas gneopemded onc e p't

audiovisual aesthetic experience. In this sense, as Dieter Daniels notes, Cage had

#lDi et er Dani el s #StirChrsta §ammerer, adkhmi G fam rLaucent Migrioringad
(Eds.):The Art and Science of Interface and Interaction Des{§tudies in Computational Intelligence,
Volume 141) (Berlin Heidelberg: Springer Verlag, 2008);, @7.

?*2bid., 30.
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already created the open work d962%8Fhe, bef ot
ideological background ofl 9 6 0 6 s i nteractive turn ai med
bour geoi s 0 hshitihgéthe cole loftthe spectabbmtalvards beconancp
creator.Blurring the boundary between art production and art receptionmiitgple
parallels with 196&olitical activists demand for consumers to take over the production
means. Thus, artistic approaches towards interactivity emerged as a form of critique on
passive cultural consumerism (enforced by rmassia reception** In this direction,
could be also mentioned the earliest forms of Video Art (Nam June Paik in the US and
Wolf Vostell in Germany), which recontextualized the TV set from the domestic space
into video sculptures in gallery settings in order to redefine thevyeasaracter of the
television medi um. The 198006s video cul tur
rather technological twist on interactivity, which digital media, Net Art and Virtual
Reality environments have extended further. Oliver Gr¥rtual Art: From Illusion to
Immersion(2003) for instance thoroughly discusses the relation between interface,
aesthetic experience and interactivity. Grau retells the art history of illusionary vision
from the perspective of media history and traces the arigih kinaesthetic and
immersive art back to antiquify> With this regard, interactivity should be also
understood in terms of corporeal audience participatiantopic, which the following
subsection will exploit further. Overall, within this fasack Media Arts history, we can
also observe a transition fromultimediainstallations at the end of the last millennium
towardstransmedigperformativity today.

After the 199006s interaction (outside o
also understood iterms ofrelational aestheticaNicholas Bourriaud coins the notion in
1998 in order to describe artistic practices based on human relations and social contexts,
such as community art where participants collaborate in the construction of a shared
environnent, often outside the gallery sp&d®.Cl ar e  BArtiidiab ideflss
Participatory Art and the Politics of Spectatorsh(@012) argues, however, that
Bourriaudd theory -ended mtessltjectivea chaacter tothsech o p e n
participatory practies, since they are initially conditioned by politicized scenarios and

systems of displa§®’ The outlined discourse points out relevant coordinates for

%3 |bid., 35.

%% |bid., 33-37.

2% Oliver Grau,Virual Art: From lllusion to ImmersioiCambridge: MIT Press, 2003).

2% Nicolas BourriaudRelational EstheticDijon:| es Pr es,800% du r ®el

%37 Claire BishopAtrtificial Hells: Participation and the Politics of Spectatorsifihondon Verso,2012).
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understanding the dimensions of audience participation, still its conceptual framework
expands beyond th®pic of audiencenedium interaction as the scope of this section.
Thus, the discussion will shift back to exploring the cradsural potential of
transmedia productions and the creative role of the participatrengmcodingmeaning
across media plaifms.

A recent study on the cultural function and value ofdpean transmedia
independentsuggests that transmedia forms (involving diverse medium specificities)
foster exchange between signs systems (texts, concepts, ideas), which generate the
emergencef i nnovation and cul tur al plurality.

culture as semiosphere, the authors argue that

transmedia practices facilitate int®emiotic translations at all levels of cultures,

which conditions increased dialogism and tkasible evolution of these cultures

(é) For i nstance, s (images, music, phrases, tchiamaters,e | e ment s
represented relationships, etc.) in films are translated or recycled into other media or

modalities, then the result is not only pluratiaa in terms of forms but also that

which can be represented and communicated, whereas each new way brings about

an expansion in terms of the heterogeneity of meanings available to participants of

the particular semiosphef&.

Thus, it can be further deded that if transmedial expressions circulate transculturally
encoded meanings within a participatory loop evfcodingdecodingencoding the

media (re)production of a transcultural semiosphere (and imaginary), could foster
translation of (trangcultural codes. Consequently, this can entail practicetrafs
codingmeanings across media platforms, which potentially could trigger-cutissal
understanding. The central problems of such theorization would still be: the structural
impossibility of overcormg the digital divide; and the pervasive practice of employing
transmedi a as a -patoohi marketimg mécleahismd ratmeuthah as an
independent creative approach (which nevertheless cannot restructure market
dynamics.) Still, the optimisti 6 specul ati oné t hat transcer
symbolic material across media platforms, can allow for critical and cretatine

coding carries the potential for the emergence of artistic expressions, which constitute

co-creative transculturation.

8 ndrek I brus and Maarja Ojamaa fAWhat is the cultu
i ndep e n detertatorfabJournal of GmmunicationVvol. 8 (online 2014), 22886. (Accessed 1
March 2016).
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Certain attempts in this direction could be recognized within emerging
participatory and community art platforms oriented towards engaging European citizens
and youth. Such initiative is the projeddtCARE: Urban Culture Against Racism in
Europe(20122014) that was corganised by eleven organizations in eight European
countries (Germany, England, France, Netherlands, Greece, ltaly, Hungary and
Romania). The projectodos peer coaching appr
dance, theatre, video, amgtaffiti) in order to combat discrimination and racism in
Europe and deconstruct negative stereotypes. The participants, European youth with
diverse cultural background, were educated as junior coaches via seminars and summer
school activities. Subsequenttheir role was to organize workshops and public events
in order to disseminate further the aracist/antidiscrimination mission of the project.
While its general dynamics emplaglational aestheticscertain activities allow for
active media partipation within the production of media output (or participation at
mi cr o l evel referencing back Ni co Carpent
functions). The video platform of the project, for instance, offers to a certain extent the
possibility for he creation of usegenerated content. Still, the pgeven format of
(media) participation and used media specificities could be democratised further
towards allowing participants to interact into aareative cycle oencodingdecoding
encoding.Thus, & this stage, the expectation for-caeative projects, which depend on

audiencesd critical and active media parti
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3.4 Embodied transculturation

This section will argue that embodied affiliation with culture emerges as a relevant
modality of transcultural aesthetics and creative transcendencdtwfatiboundaries.
Since cultural engagement could be acquired through embodied aesthetic experiences
and sensory involvement (such as rhythm in music or montage in film) and corporeal
participation in the (cQcreative process, transculturation could thelied as a modality
of somaesthetic experiences.

For instance, in the context of artistic creativity related to Europe, could be
menti oned Pet er Tker Euppeanwshgwebat(P04)o fromn the
cinematic anthologyisions of Europge which reimagi ne s t he EU as a
collective corporeal experiencéhe European Showerbathcorporates EU economic
and political history via flagpainted flesh of older, younger, fatter and thinner bodies
parodying the power dynamics between the first fifteerogesn member states. The
running warm water stands for the overflow of benefits that each country joins
enthusiastically. Eventually, the European commuigiyf comes to an end with the
last drops of the warm shower. The short exploits the creativerdgmaf embodied
crosscultural interaction, while it does not necessarily aim to generate a process of
transculturation via corporeal engagement. A more explicit attempt in this direction is
the crosscultural film The Pillow Book(1996), which exposes e naway 6s aest h
tradition of connecting transculturation and embodiment inpoaar f ai t, asm®d ange
leitmotif of the film entails.

The Pillow Bookpays homage to a £Gcentury diary written by the Japanese
court lady Sei Shonagon. In correspondagribe film reveals the contemporary story of
the Japaneskorn fashion model Nagiko, who lives in Hong Kong driven by her
fetishes for calligraphy and carnal pl easu
of her passions meets her with the Britiskmslator Jerome and his lover and a former
publisher of her own father Yagian. The Pillow Book s vi sual | anguage
layering traditional Japanese iconography, modern Chinese and western images and
text, as well as visual codes from film, paintiagd calligraphy into a polysensory
fusion. The juxtaposition of cultural references, multiple media textures, multilayered
and splitscreen compositions creates the sensation of a-cultssal exchange at a

nonverbal andcorporeal level. In this sensie notionof embodiment could be traced
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both in the representation of thelcenceptwabt agoni
structuring of the film frames. With this regard, Holly Willis has noted that
Greenaway®drsveman onal disi themtynanikyi afi ¢he flame byi

breaking the rectangular frame of traditional cinema into numerouaules, creating

a form of subversion thr?ugh multiplicati on

4

Fig. 18.Peter Greenaway,he European ShowerbatbVD, 5 min, 2004)
http://petergreenaway.org.uk/euroshower.htm

Following similar conceptual dimensions, teection will map the paradigmatic
shift within media and cultural studies towards performativity and embodiment. Next,
the text will argue that crossiltural affiliaton could be constituted via the somatic
diapasons of artistic processes. Thus, this part of the dissertation will discuss and
interconnect two levels of embodied aesthetic experiericegepresentation of
corporeality and affective involvement with the sery dimensions of a certain creative

medium.

3.4.1 From representation to embodimeiitt he s hi ft from the
towards the o6performatived turn
I n recent years the humanities scholarship
has influencednedia and communication studies and theories of representation. A
number of authors have suggested beyond representational approaches, oriented towards
exploration of perceptual and cor plavw e al e X
Representational Theory (2008) has proposed an experiential rather than

representational perspective to social science and humanities. Thrift has suggested that

239 Holly Willis, New Digital Cinema: Reinventing the Moving Imggendon: Wallflower Press, 2005),
39.
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performativity and embodied knowledge as practices of subjectification are replacing
representation and interpreat i on. According to him ndall
rel ati on a?®’thereforeatlisaaeivaotdol approach the world in its immediate
invention, rather as being refleétasd. Thri
metaphors for the constiton of subjectivity as embodied expression and affective
interaction. Specifically, it can be observed that in the context of participatory media

and interactive art, research endeavours h;
co-creative engagement.

At the same time, in the domain of art reception, textually based analysis has
been already chal |l en dghgahst mgrprGatis(H64), Bhocht agd s
has marked the path towards the O&éparticipat
Ai mcel of her meneut i c & stamgls for @ eriiqueean peeides s o f |
intellectualized perception at the expense of a sensory understanding of art. Her work
strikes the irrelevance of the distinction between form and content and proclaims that
the neaning is dynamically produced between the artwork and its receiver.

As far as media transformations have offered new modes of audience perception
and comprehension, the creative work can be seen as a processual experience of
interactive artistic communitan, rather than as an object. As Roy Ascott has written,
the role of the artists is not to create and express content or meaning, but to create the
context in which the recipient constructs her/his own experiences and me&nings.
Therefore, reception stigs on interactive media and art have rediscovered
phenomenological research methodologies and specifically, Maurice Mé&leaut y 6 s
Phenomenology of Perceptiqt954) which focuses on preflective perception and
embodiment** Building upon MerleatP o n<t phehomenology of direct experiences,

Vi vian Sobchack has emerged as one of the 1
the sensenaking capacities of the lived body. As she has put €annal Thoughts:
Embodiment and Moving Image Cult&904):

ZiNigeI Thrift, Non-Representational Theory: Space, Politics, Aftéldw York: Routledge, 2008), 147.
Ibid.
“2gysan Sontag, fAgagans tnterpretation mm rOther &ssafRemyain Group,
1964).
243 Roy Ascott, Telematic Embrace: Visionary Theories of Art, Technology, and Consciousness
(Berkeley: University of Cigornia Press. 2007)
%44 See also Maurice MerlegRonty,Phenomenology of Percepti¢New York Humanities Press, 1962),
based on Edmond Husserl 6s and Mar tin Hei degger 6s
phenomenology as an interpretative study giegience.
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Making conscious sense from our carnal senses is something we do wherever we are
watching a film, moving about in our daily lives and complex worlds, or even
thinking abstractly about the enigmas of moving images, cultural formations, and
the meanings andalues that inform our existené®.

While outlining the medial transformations from film to interactive art (and in reference
t o Roy Ascottdos vVviews on the processual (
Kluszczynski observes that interactivity allows &weativity beyond the representation
of a readymade, finalized amdpriori given world, but rather the construction of a new
reality and a communication system between the work and the receiver. As he argues
further, at that point the deconstructionikilpsophy of Derrida has become a common
methodological matrix for analysing interactive art, since the artwork is understood not
as a fixed content, but as the very process of its formation and negotiation of possible
meanings. Then a relevant frame otept i on i s the fAactive 1in
resembling a game and promoting a transformative activity oriented towards
Anonfinalityo Z2%mhis, ificam meuwodntlidedatmtythedartwork as a
communicative process requires comprehension inaitme 6f coparticipation and co
creation of meanings.

Moreover, according to Margaret Morse, the medial shift towards active
participation has influenced the maintenance of identity and the sense of belonging to a
shared culture. Morse recognizes telens{with addressing the viewer withe and
you) as an interim phase towards immersion in the virtual world of cyberculture, which
all ows for entrance fiinside the borxa and tF
player in discufsTherefre, she ackmmwlalges thetidentificatian

with a virtual protagonist as embodiment and transmission of culture:

wWhile interactivity is often understood as #fAcor
a way of inhabiting ~fagdoeasoftgevisiod.dleep, gpostby t he vi rt u
televisual machines are charged with the produc

with the full range of subjectivity in cultural transmissfS.

Mor se borrows the notion of Afdequotativ

Urban, who has studied the identification with a social role as a passage through degrees

245 \fivian Sobchack Carnal Thoughts: Embodiment and Moving Image Cult(Berkeley and Los

Angeles: University of California Press, 2004).

#“Ryszard W. Kluszczynski , Transfarnationsfn Media Ad® Mbtiat er act i v
Art Histories,ed.Oliver Grau (Cambridge: The MIT Press, 2007).

247 MargaretMorse Virtualities: television, media art and cybercultu(®loomington Indiana Univerity

Press1998), 4.

***1bid, 5.
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of embodiment from a thirgerson narration of a story to acquiring that role by
speaking the words of anotheFurthermore, she discusses the distribution of
subjectivity and agency to technology and computer programmes (e.g. interactive
interfaces), which results in a realm pérformativity for the viewer. Therefore, she
makes a distinction between media (such as literature or film fictionyepegsenta
world which is past and elsewhere and media (such as computer interaction) that
presenta world which is in a virtual relation or simultaneous to our own. This
coincidence of her e and now in t he secor
performances (that) includemages meant to shape or invent a world, not represent it.
When the simultaneity of interactivity causes instant feedback between images and the
wor |l d, Afan inversion takes place in what w
nor the wod lalnd seddht risg | #XTadn,the toostristorm pe t h e
of subjectivity in electronic culture happens as an extension of the body, or a process
which involves reception with the body itself.

While tracing the relationship between identity ahdh e 0technol ogi e
representation, it should be mentioned that Stuart Hall has recognized a similar shift
(from a linguistic towards a kind of performative turn) within the poststructuralist
philosophy of Michel Foucault and his conceptualizationsefths u b j ec t . I n Fol
early work the body is produced exclusively as an effect of discursive formations.
Di scourses construct subject positions thrc
discipline and power. In his later philosophy though, dirdiBve shift towards
recognizing a Acorresponding production of
and apparatus of subj ect i?dan be)grasped.omthist he s i
|l ater stage of Foucaul t 6 gesofealfdonstitutionandn be o

self-recognition coexist with practices of discursive and disciplinary regulation. Thus,

according to Hall, F o u c ghenbnmenologptthesubjead u c e d i
(é) and a ¢ ¢eshadobiesgfyhe seffd" t h e
To a certain extent, Hal |l 6s remar k r emi

of Paul Ricoeur, who discovers a mutual belonging between linguistic interpretation and

embodied experience:

249 (i
lbid., 21.
“0stuart Hall, Al ntr oduioQuestons of Qtwal Ideatipatis Stdatt Hal nt i t y 6 ? ¢
and Paul du Gay (London: Sage Publications, 1996), 12.
! bid., 14.
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On the one hand hermeneutics is built on the basis of phenomerartdgthus
preserves that from which it nevertheless diffgphenomenology remains the
indispensable presupposition of hermeneutas the other hand, phenomenology is
not able to establish itself withouharmeneutic presuppositiGrf

This approach clely indicates the conceptual dimensions of a method for tackling the
production of subjectivity in between representation (as a discursive and linguistic

standpoint) and embodiment (as a subjective experiential capacity).
3.4.2 Transculturation via emboeid aesthetic experiences

Attempts for drawing the interconnection between crossings of cultural boundaries and
embodied experiences have been usually mentioned in relation to ethnographic cinema
and visual ant hropol ogy. FTaamsculiunal sCinammac e , Da
(1998) andThe Corporeal Image: Film, Ethnography and the Ser{2885) slightly
imply the somatic and kinaesthetic dimensions of ethnographic film and photography.
Through MacDougall s | ens, e mb o digeseoin t can
body parts, gestures and postures, which can relate to physical serfSatidris.
dissertation, however, conceptualizes embodied affiliation with culture not only as the
representationof corporal referents, but also as the constitution pf@sentéion in
Mar gar et Mor seds t er ms) of i mmedi at e aest
processes of transculturation on behalf of the beholder.

In The Skin of the Film: Intercultural Cinema, Embodiment and the Senses
(2000) Laura Marks suggests a soundemeation between cinematic languages, visual
textures and intercultural experiences drawing upon theories of embodied spectatorship,
phenomenology and feminist criticism. In extension of Gilles Deleuze and Felix
Guattari 6s di st i nctical space, Markswreposes tiheddpaptic c and ¢
visualityin order to claim that vision itself can be tacf®@Ac cor di ng t o her tF
intercultural cinema, haptic images are often used in an explicit critique of visual
mastery, in the search for ways long the image closer to the body and the other

senseséeUltimately phenomenology <can accoun

%52 paul RicoeurPhenomenology and Hermeneutib®&ucirc;s, Vol. 9, No. 1, Symposium Papers to be
Read at the Meeting of the WesternviBion of the American Philosophical Association in Chicago,
Illinois, April 24-26, 1975 (Mar. 1975), 85.

23 David MacDougall Transcultural Cinema(New Jersey: Princeton University Press, 1998).

%4 | aura Marks,The Skin of the Film: Intercultural 6ema, Embodiment and the SengBsirham and
London: Duke University Press, 2000), xi.
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relations®Momatoiveal Isyhee cl aims that, fone
spectatorship is the meeting of two differeahsoria, which may or may not intersect.
Spectatorship is thus an act o sensory tra
Laura Marks suggests t hineimag®ant élend e 0 s co
Bergsonds understanding of ) apang adisaussiomu |l t i S €
on the multisensory diapasons of <c¢cinema. M
memory as embodied in the senses and claims that intercultural cinema engages the
viewer through haptic visuality, which triggers physical memoriesnoéll, touch and
taste. Thus, Marks suggests a theory of auratic, embodied and mimetic representation.
Furthermore, she outlines the difference between forms of experimental, mainstream
and intercultural cinema in the fact that the latter emphasizesotti@ character of
embodi ed experience: ifithe body is a sourc
me mo Py . o
While Marksodé study stil | -apmfanulsséensoryon t he
embodied experiences in intercultural cinema, this dissertgioposes a beyond
representational approach towards generating -aussral affiliation via creative
media incarnations. Then, media induced affiliation with culture could be understood as
an instant spectator 6s ex pléeempleymgMargardt e mb o d
Morseds rhetoric, this perspective can be
expressions and creative media specificities not simgpyesenttransculturality as a
narratively portrayed reality, but rathpresentan immedite aesthetic experience of
transculturation.
In this line of thoughts, | agree with the editors Tofinscultural Montage
(2013), Christian Suhr and Rane Willerslev, who claim that cultural boundaries could
be transcended vi a didestahilipaton are rupiwendf augge and
commons e ns e p &FAcempling taSwhr add Willersleyvthe role of montage in
transcending boundaries of culture can be used to push social theory beyond the visible
into the invisible, soirncma kiimogn t @ re e soefnfte r Is

absence o-Poptiv2000:187a the invisible ground of social life and human

%5 |pid., 15%2.

% |pid., 153.

T [pid., xiii.

258 Rane Willerslev and Christian Syhr il nt r oduct i omp| iMoinetra goeih Saten vains i A i | i
and Willerslev (ed) Transcultural Montag¢Berghahn Books, 2013), 2.
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p er c e Pt Moutage, dhen extends the potential for transcultural perception by
ishattering commonsense under w6ASuramlg of t
WillerslevdéSerdgesicuBiss ems tod i canstaativist nidatdgg a Ver t
and Trinh T.Minkha 6s wuse of mont age offieess aaoncdptualonst r u
framework, which expands comprehension on how montage and digreiptive
devices could be employed in breaking fthe
in ethnographic film by insisting that Ausi
life depends crucially on maintaining a tension between a strong eénsality and its
occasional, and therefore only hOomm effect
similar note, Julia T. S. Bintadioglaz®wmggest s |
an experimental fusi on bet weseahtranscuburao n and
mont &Ye. o

It can be argued further that the constructivists principles of early Soviet
mont age such as Verteuvubs oax genrtiemearctts oon as$
intellectual montagas a collision of independent shots, havehedadheir full affective
potential in contemporary installation art. Specifically, madltannel audievideo
installations have unlocked the space for a dialectic relationship between autonomous
images and their relational rhythmic and sensory qualitiesaiffiective moving images.
As Eisenstein has written iNonindifferent Nature: Film and the Structure of Things
(1987 tr.¥%* the emotional tension and affective nature of cinematic elements belong
not to their singular nature, but to the mutual orgaromatnd transformation of
elements. | would suggest further that the notiomtlectual montagas a generation
of new (visual) connotations through combining-présting meanings (imagery), can
be understood as synonymous to practicésaos-coding

For instance, the doublghannel video installation European Union
Mayotte(2015), by the Danish activists artists collective SUPERFLEX, exploits the
dialogical potential of two screens and the contrapuntal correlation between imagery

#9bid., 9.

20 bid.

®LChristian Suhr a@ah FifhaShev th&/ilnvidibee? $He aMork of Montage in

Et hnogr aphi c Chrieht Antheopology'\gob 53 No. 3 (June 2012), 2&D1.

%62 Radoglaz (radio-eye)i an experimental sound technique which relied on silence -siterrecoded

sound.

®Julia T. S. Binter, fRadioglaz and the Global Ci-
Mo nt a ¢gehoand Willerslev (edJransculturalMontage(Berghahn Books, 2013), 183

%4 gergei EisensteriNonindifferent Nature: Film and the Structure of Things. Herbert Marshal),

(Cambridge: Cambridge University Press, 1087
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and sound. The indtation juxtaposes two projectiorisa smaller frontal screening of

an empty white boat, floating through the ocean on choppy waves; and a larger
backward projection showing peoplebds | abou
boat. The ceexistence ofboth screenings one rather abstracted as showing an
anonymous boat and no |l and in sight, and t
human work entails feelings of unfulfilled journeys and loss. The monotonous routine

of peopl eds edby the persisteat beatnopdam asyriclromous hammering

sound, which evokes expectation of danger. The composition of sonic and moving

image layers constructs the affective diapasons of the work. The installation reflects on

the hope for new life at the frorborder of the EU as it follows everyday life on

Anjouani an island situated next to Mayotte, which is one of the four Comoros Islands

in the Indian Ocean and a previous French Colony until 1975. A French overseas
department since 2011, Mayotte has beeknowledged as a part of the European

Uni on since 2014, making it EUOGS outer most
people from Anjouan and the surrounding islands embark on dangerous and illegal
journeys with the hope of reaching European cdase to extreme weather conditions

more than 5@00 migrants have not survived the deadly journeys, making news media

address Mayotte aBr ance 6 s mi g The ratists dakob eFengar, yRasmus

Ni el sen, and Bj Brnstjerne Xhs manbersa ofs e n CQ
SUPERFLEX. Their work often advocates for cros#tural politics and expresses

severe criticism on social and economic inequality in a global context.

Fig. 19.SUPERFLEX, European Union Mayo(®015)i doublechannel video instalteon
http://superflex.net/tools/european _union_mayotte
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In the realm of digital and interactive arts, the notiomaptic visionreappears
i n Mar k Néa Rhslasopldysfor New Medi@004, whose novelty counts on
revisioning old Bergsonian discourse and claims a different angle on Bergson than the
one adopted by Deleuze. Hansen uses the notiaffectivity (based on-Ber gsond s
argument that affect and memory shape perception) as theitgaph the body to
experience itself as more than itself and introduces the power of creativity in the
sensorimotor body. Since in digital media the (real) referent is lost, the body appears as
the concrete (material) instance that frames the imagealdgue photography and film
represent and tend to mediate an Oobjective
il mage can be manipul ated, thus it cannot f
reality. Then, according to Mark Hansen, the ip@xperience is itself the medium of
t he wor k: t he body i s -differihge of péda c gets wher e
concr etfThiizse ds.tdat ement resonates with the D
t he s*® rather rthan offering a strikingly differemer specti ve on Bel
philosophy as Hansen claims. Hansen elaborates on the embodied aesthetics of new
media by presenting the notion of ttigital imagewhich is produced by bodlyrain
activity. A viable argument that Hansen introduces is that, therbodily awareness,
the intellectual event and the visual perception of the image become inseparable. While
Hansends emphasis on the &6édnewnessd of new
Ma n o v iThe hanhguage of New Med{d001), | would rather agresith Manovich
who argues that the interactivity of new media derives from traditional art forms. For
instance, with sculpture and architecture, the viewer has to move her whole body to
experience the spatial structure. Film cinematography and montagehaciiide the
spectator to switch from one part of a frame to another and to create the meaningful
connections between single images. Manovich concludes, that when using the concept
of interactive mediaxclusively in relation to computérased media, the is a danger
that we will interpretinteractionliterally, equating it with physical interaction between
a user and a media object (pressing a button, choosing a link, moving the body), at the
expense of psychological and intellectual interactfdn.

New media theories, however, certainly lack in investigating the role of affect

within the constitution of crossultural engagement, which leaves an unnecessary gap

25 Mark HansenNew Philosophy for New Med{€ambridge: MIT Press, 2004). 31
%6 Gilles Deleuze and MelissaMcMuhanT he Br ain |'s t he SsiDeleueeron"thé nt er vi e\

Time-i ma g eDisapurse20.3 (1998): 4755.
7| ev Manovich.The Language of New Medi@ambridge: MIT Press, 200156-57.
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between the disciplines of media and cultural studies. Jay David Bolter and Richard
Grusin areamong the few whose theory of remediation at least mentions the potential
for a visual construction of empathy. Bolter and Grusin have studied the aesthetic
experience of identification as a matter of adjusting the parameters of various mediated
selves. &cording to them the immersion into virtual reality (and the identification with
fictional characters and avatars) generates a sengduzl empathyand the ability of

the viewer to empathise through imagining:

(é) t hen, t he fr eed&aadont to bdceme someoree (brf is th
something) else. Because there is no single, privileged point of view, the self
becomes a series d theiftergdedtienroftall ppssiblewpoistsod f  vi ew

view that can be taken in a given sp§8%

Bolterand@ usi nés thesis relates to Mikhail E
as the freedom of being different from oth
Kristevabdés thesis of i maginatively extendi
with Edwad Soj ads thirdspace of mul tiplicity ol
assumed that interactive media (similarly to other traditional forms of fiction) provide,
but also multiply the possibilities for imaginative identifications, cultural attachsment
and processes of transculturation. The following chapter will explore as a case study the
virtual reality projectThe Machine to be Anothé2015) by BeAnotherLab, which is an

art investigation on building empathy via embodiment and virtual body extensio

3.5 Conclusions modalities of cultural and creative transoding as

transculturalizing strategies

Foll owi ng Yur.i Lot mands understanding of t
generation of meanings and creativity, this chapter aimed tonceptualise
transcultural aesthetics as an ongoing praxis of cultural and creedivecoding

Since, Lotman theorizes culture aseaniospheré€a synchronic semiotic space), it was

further suggested that the constitution oftrancultural imaginary, shud be also

understood in terms of a transcultussmiosphereas the shared semantic space of

crosscultural translation of codes. Moreover, it was proposed that transcultural

%8 Jay David Bolter andichard GrusinRemediation: Understanding New Medj@ambridge: ThévIT
Press, 200047.
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aesthetics is defined by several interrelated communication modalities: regtieseof
transcultural identities as a discursive strategy for negotiation of cultural differences;
intertextual and intermedial sampling of cultural repertoires as creative praxis provoking
transcultural exchange; -@weative cycle of encodingdecodingencoding, which
implies active audience participation in processes of critical and creative
transculturation; and embodied cultural affiliation, as a transculturalizing strategy at a
nonverbal, sensory and corporeal level.

The first section argued thattiatic (re)production of transcultural identities and
the creative employment of transcultural repertoires are discursive strategies, which
trigger negotiati on of cul tur al di fferen
representation, it should be considktbat the constitution of cultural identity happens
as a discursive formati on. Thus, the oOpol
practice of stereotyping are the product of hegemonic and preferred meanings. In
opposition, transcoding emerges as aountefpractice of negotiating preferred
connotations. While Hall suggests three variablestrahs-coding (reversing the
stereotype charging negative images with positive meanings, and shifting
representatiofrom within), the text proposed as a cehiegument that negotiation of
cultural meanings andtranscoding o f 6ot herness?od can be a c
representation of transcultural identities. Transcultural identity is constituted via
participation in several cultures, which allows for the manifestaf difference within
the same personality, as being simultaneously different from others and also from the
sel f (regarding Mikhail Epsteinds theory).
film The Edge of Heavernhe section offered two scenariog toans-coding First,

subversion is conveyed via the representation of ambiguous idemtibeswveenwho

are in a constant process of &6dbecomingd (su
Fatih Akinbds alter drgnsqodesidemity istaa grocessaat n e r , /
construction, which transcends <cul tur al di

entity. The second scenario involves the representatiagefier troubleo r 6gueer 6
moti fs (Lotte and Ayt en bas a symbolctciossingsdhii p) , \
boundaries, and subversion of any form of essentialism. Thus, it was concluded that
Akinds cinematic representation of transcul
a critical discursive strategy, which challenges cultura 6 ot her i ng and,

(re)produces transcultural consciousness. In this sense, the representation of
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transcultural identities emerges as a central constituent element of transcultural
aesthetics and a creative gesture, whighscodescommon perceptons of 6ot hern
The second subchapter discussed the artistic process of remixing repertoires in a
crosscultural order as a form of critical and creatitrans-coding that can trigger
processes of transculturation. It was suggested that trancuksthk#cs could be also
understood as a creative praxis composddofk-codingfunctions, such as intertextual
and intermedial remixing and recontextualization of repertoires across -cultural
boundaries. The section explored theoretical perspective amettiketics of remixing,
DJing and recycling of media content as a common praxis of contemporary cultural and
creative productionMoreover, it was argued that recontextualizing and remixing signs
can operate asteans-codingmechanism. In this sense, gaing of cultural repertoires
as an artistic practice of fAcutdndmixo (in
express symbolic resistance. Within the outlined conceptual framework were considered
sever al exampl es of [Barrchkicalyp&rspectve towards the |, whi
refugee crisis in Europe. His artistic approach involves visual recontextualization of
popular motives in order tgenerate new connotations and, consequently, subvert
common perceptions of immigratioihus, his create gesture of remixing existing
contents can be also understood in terms of critical and créansecoding Similarly,
the text tackled examples from Fatih Akin.
DJing, such as stylizing the story of Abrahanoiain interreligious and transcultural
repertoire. Accordingly, it was suggested that within artistic intertextual variations
(exempl i fi ed , tapsculukalityncarsbe also unkdgrstood as the dynamic
exchange of signs into a simulacral relatiopsivhose reference point has been lost in
crosscultural translations. Moreover, theans-coding of cultural repertoires can be
empl oyed as a O6strategicd creative practic
transculturationThus, the second subcltag r 6 s t h that the creatimesmethdds d
of remixing, reusing and sampling of cultural repertoires can also operate as
transculturalizingstrategies. In this sense, sampling can function as a critical approach
of thirding-as-othering that allows fora cr i t i-tcladnofiodtheirc e, whi c|
through its otherness, as Edward Soja has defined it. Therefore, the creative
construction of a 6third spaced6 between cul
be understood as a constituent elememtamiscultural aesthetics.
The third section focused on the participatory aspects afawergence culture

(Jenkins, 2006) and the active role of the audience in processtansicoding
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meanings. According to Hall, messages are constructed as polysgmgystems that
can be interpreted in different ways, while media communication also functions as a
circuit reproducing a pattern of domi nat
encoding/decoding is related to emay channels of transmission between piasis
and audiences, such as television. Thus, considering theeaged character of
participatory media (where receivers acts as prodwekosencode new meanings and
construct alternative discoursgs) i t was ar gued t kteodghtitl@ | | 6 s mc
a chainsystem of constaniencodingdecodingencoding characterized by novel
generation of meanings at the receiving end. Moreover, it was suggested that the
encodingdecodingencodingcycle can serve as a model adtive audience reception,
co-creatve interaction and translation of symbolic cont&fiith this regardthrough the
notion of Photoshop for democragcyenkins, describes the way in which the production
of usergenerated content allows for viable political activism and teaches principles o
del i beration and <civic responsibility. Fol
convergence and his theory on audience participatory actjvitias established a
distinction between structural media participation (at a macro level) and coslted
participation (as a micro practice). I n thi
medium and generating critical and creative content carries the connotation of an
activedb participation in compariemantn wi t h
wher e i nteraction coul d be reduced to ra
Furthermore, the section followed an art historical perspective on media arts and
interactivity and the transition towardsansmediaartistic expressions. As a recent
study suggested, transmedia art fosters exchange between signs systems and facilitate
inter-semiotic translations at all levels of cultures. In this contex€CARE: Urban
Culture Against Racism in Eurog2012i1 2014) was mentioned as an example of
active audience participation within the production of transmedia output (as
participation at micro | evel). Thus, It w
participation with (interactive) creative mediums could enhance critical engagement and
facilitation d transcultural processes. Furthermore, the transcendence of semiotic and
symbolic material across media platforms could trigger critical and crettine
coding.

The final subchapter explored howveultural engagement could be acquired
through embodiedesthetic experiences, sensory involvement (such as montage in film)

and corporeal participation in the prreative process. Thus, it was argued that
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embodied affiliation with culture emerges as a relevant modality of transcultural
aesthetics and creatit@nscendence of cultural boundaries. Specifically, in the field of
media and interactive arts, the artwork has transformed into a communicative process
and the aesthetic experince is constituted as an extension of the body, or a process
which involves reeption with the body itself. The discussion interconnected two levels
of embodied aesthetic experiencésrepresentation of corporeality and affective
involvement with the sensory dimensions of (media) artworks. According to Laura
Marks, intercultural ciama engages the viewer through haptic visuality, which triggers
physical memories of smell, touch and taste. Then, spectatorship is an act of
mul ti sensory translation of cul tur al knowl
representational paradigmhigs subchapter proposed a beyond representational
approach. Then, embodied affiliation with culture is not only rijgresentationof
corporal referents, but also tpeesentationl i n Mar gar et Morseods ter.|
affective aesthetic experience dfansculturation. In this sens8uhr and Willerslev
claim that disruptive montage plays a role in expanding transcultural perception.
Furthermore, it was argued that the constructivists principles of early Soviet montage,
for I nst an c mtelleBluals mantage @si an geseration of new (visual)
connotations through combining pe&isting meanings (imagery), can be understood as
synonymous to practices thns-coding Moreover, it was considered thatellectual
montage as a collision of independeshots, has reached its full affective potential in
contemporary installation art. Specifically, mwthannel audiwideo installations have
unlocked the space for a dialectic relationship between autonomous images and their
relational rhythmic and sengoiqualities. A relevant example could be the double
channel video installatiofcuropean Union Mayott€2015), by the Danish activists
artists collective SUPERFLEX, which exploits the dialogical potential of two screens
and the contrapuntal correlation beem imagery and sound. Moreover, interactive arts
provide the possibilities for embodied identification with others, which Bolter and
Grusin have recognized as generationidfial empathyand the ability of the viewer to
empathise through imagining. this sense, it can be assumed that cultural attachments
and processes of transculturation could be embodied experienced that have the potential
to trans-codeprocesses of othering at a corporeal level.

With regards to exploring further transcultural aestts and modalities of
critical and creativerans-coding the next chapters will offer analysis of selected case

studies: the travelling exhibitiobnited States of Europ€0112013), reflecting on
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European identity;Remapping Europe, a Remix Proje@013), which contests
dominant media representations of migration in European societiesnixing media
and film archives; and the virtual reality projeidte Machine to be Anoth€2014),
which is an art investigation on building empathy via embodinagct virtual body

extension.
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4. Case study: the travelling exhibition United States of Europe (202D13)

In accordance with the suggested theoretical model and modalities of cultural and
creative transoding, the following sectionwill explore empirical examples of
transcultural aesthetics by taking into consideration the projeittd States of Europe

(20117 2013) . Designed as a platform for Eur
initiative directly reflects on social, politcalnd cul t ur al aspects of
involving a range of artistic media (video, photography and interactive installations), the

project offers diverse aesthetic possibilities for representing ardagting European

experiences.

In correspondencewith the previous chapter, artistic representation of
transcultural identities will be approached as a central constituent element of
transcultural aesthetics and a creative gesture, whacis-codescommon perceptions
o f cul tural 0 ot drgeedn atste qre)produstion eof trangcudtural
identities and the creative employment of transcultural repertoires are discursive
strategi es, which trigger negotiation of ¢
theory of representation, the ctingion of cultural identity happens, not outside, but
within discourse. Therefore, the Opolitics
of stereotyping are the product of hegemonic and preferred meanings. In opposition,
trans-coding emerges as a&ounterpractice to negotiate preferred connotations and
generate new meanings. While Hall suggests three variabteenefcoding (reversing
the stereotype charging negative images with positive meanings, and shifting
representationfrom within), this dssertation proposes that negotiation of cultural
meanings andrans-coding o f 0ot hernessd can be achieved
transcultural identities within artistic discourses. Transcultural identity is constituted via
multiple cultural attachmest which allows for the manifestation of difference within
the same personality, as being simultaneously different from others and also from the
self (regarding Mikhail Epsteinds theory).
conceptual frameworlof imaginative extension of the self into cultural others.

Thus, the discussion will explore in how far the projdntted States of Europe
(U.S.E) employs artistic (re)production of transcultural identities and transcultural
repertoires as discursive aokative strategiesyhich can trigger negotiation of cultural

differences. Moreover, the media content, discursive and aesthetic analysigeauf
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States of Europ€U.S.E) will explore interconnections with the rest of the proposed
complementary modaiés of transcultural aesthetics: sampling of cultural repertoires,
encodingdecodingencodingcycle of active audience participation and embodied €ross
cultural affiliation.

The first subsection will outline the conceptual dimensions and the organization
of the event. Next, representation of transcultural identities will be studied as a creative
approach and a discursive strategy for the (re)production of European identities. Thus,
several of the artworks participatinglimited States of Europ&vhich rgoresent and re
imagine processes of transculturation in European context will be closely explored.
Moreover, the analysis will suggest that theemactment of transculturally encoded
motifs could function as a mode of cultural and creatrams-coding in terms of
sensory cultural affiliation. The final stdection will reflect on the medial realization
(in terms of design and participatory features) of the interactive component of the
exhibition and its potential for actively engaging audiences intoipescof critical and

creative civic participation.

4.1 Summary of the project

United States of Europ@J.S.E) is an interdisciplinary project that involves artistic
expressions, sociological research, debates and interaction with the audiencese The titl
obviously makes a reference to the term that has been widely used by political
scientists, historians, fiction writers and futurologists to describe united Europe. The
authors of the project quote Napoleon, George Washington, Victor Hugo and Winston
Churchill claiming that their concept should not be understood as propaganda for a
federal Europé® The travelling exhibition within the project (as the interface of its
general idea) was on display between November 2011 and April 2013, visiting ten
European countries ceorganizing the event (Poland, Finland, Lithuania, Portugal,
Cyprus, Germany, Bulgaria, France, Ireland and Belgilnmentioned in the
chronological order that the exhibits have followed). The project has been coordinated
by Goethe Institute eV in Paris and carganized by nine other institutions in the
participating countries the University of Lodz, Poland; the Lasipalatsi Film and Media
Centre, Finland; The Red House, Bulgaria; the Centre of Culture and Art Initiatives,

Lithuania; Pharos As Foundation, Cyprus; Transforma, Portugal, AIDA, Belgium;

®see also the offici al -uperedénfaboutdedpresentdtienintme ht t p: / / www
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Léart au Quotidien, France, Cork Vision Ce

Ireland. The creation of this partnership was established specifically for the realization
of the initiative andt aims at reflecting diversity in terms of geography, old and new

EU Member States, historical and political background. The central objective is to

explore the notion of identity, citizenshij

wake up npenodBlds6s ts authors point out.
make us listen to others, interact with each other and give the vast European public a
voi Te. o

The project has four complementary dimensions, under the ladistic
interpretations sodological studiesan interactive laboratoryanda series of debates
The first category involves curatorial and artistic practices that give interpretations on
European identity via photography, video, multimedia and installation art. Three
curators with international experience$ Anna Bitkina (Russia), Ryszard W.
Kluszczynski (Poland) and Sinziana Ravini (Frantehave selected and invited
fourteen artists with intercultural backgrounds and proved engagement with the topic of
identity in the European (iblic) space. Almost all of the artists originate from the ten
countries ceorganizing the project. The invited group of artists includes Luchezar
Boyadjiev (Bulgaria), Kennedy Browne artist duo (Ireland), Kyriaki Costa (Cyprus),
JeanCharles Hue (Francel{aarina Kaikkonen (Finland), Anna Konik (Poland), Gerda
Lampalzer (Austria), Maria Lusitano (Portugal), Tanja Muravskaja (Estonia),
Deimantas Narkevicius (Lithuania), Anu Pennanen (Finland), Apostolis Polymeris
(Belgium), REINIGUNGSGESELLSCHAFT collective(Germany) and Arthur
Zmijewski (Poland).

The sociological aspect includes video interviews with fifty people from the
participating countries. The group of i
curators, in order to present a multiplicity of wigoints and personal stories about
Europe. The aim is to illustrate a potential belonging to a shared European entity.
Within the interactive laboratory, the artistic and sociological elements combine with
each other into the format of a multimedia instabn. It has been designed as a creative
environment for realime interaction and exchange of ideas about Europe. The

following discussion will reflect on the participatory dimensions and transcultural

"' see also the of f i btip:Awww.gpuseejge/aboub-s-e/idemshéhmdte e
project.html
“bid.
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potential of the interactive laboratory. The anmlysvill also address five video

installations, which rémagine diverse experiences of being European or living in

Europe and employ transcultural aesthetics to a greatest extent among U.S.E. artworks.

The corresponding selection of videos inclubeing Away From Homg2008) andt

was Just Make Beliey2011) by the Portuguesborn andLondonbased video artist
Maria LusitanoJn the Middle of the Wafwork in progress 2001 2007) by the Polish

artist Anna Konik, who resides in between Dobrodzien, Waimad Berlin,Clean Air

(2004) by the Finistborn artist and filmmaker Anu Pennanen, who lives in Berlin and

Thoughts Are Fred2011) by the Austrian media artist, lecturer and cur&@erda

Lampalzer.

A travelling exhibition
about European identity
and today's Europe.

UNITED STATES

oF Europe

Exhibition About U.S.E Curators and artists

Welcome to the 5
United States of
Europe!

“Do you feel European? Does Mr O'Keeffe in
Ireland feel more or less European than Mrs
Stylianou in Cyprus? And if so, why? What is
the idea behind Europe and do Europeans feel
included? Do Europeans trust their leaders?
Maybe there are as many different answers
on these questions citizens in Europe.”

L

Clojole) (e
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Studies Stories from Europe
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Fig. 20.The United States of Eape (2011/13) http://www.gouse.eu/en/exhibitions/vilnius.html

4.2 Representation of European identities and processes of transculturation

The following subsection will consider severaf the artworks and creative approaches

presented within the U.S.E that most unequivocally claim engagement with the notion

of European identity and artistically treat transcultural dynamics in Europe.

Under the titleScattered Cartographiedvlaria Lusitano assembleser video

projectionMoving Away From Homg008)and the doubkehannel video installations

Now It was Just Make Beliey2011)that deal with motifs of migration, displacement,

i ving i n di aspor

a

and

changihaggan @autd t ur al

ethnographic character since it reflects her own experience of leaving Portugal and
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moving to Sweden. The videos intertwine Mar
together with the documentary narratives of other Portuguese immigyamg an
expression to their experiences, dreams and realities. Thus, the perception of home and
its possible meanings, questions of belonging and whether Europe can play the role of a
home are central for her video pieces as reflections onthe cangiimt of oneds 1 de
As the artist shares, Ato contemplate the
articulate the differences that exist in a Europe that is struggling to build a European
i den®?i ty. o

Moving Away From Hom¢2008) mixes LusitamO0 s per sonal narr at
changing home with the story of a Portuguese couple who have become Swedish
citizens. The 6éstorylinedéd follows their or
Sweden as economic immigrants and return to Portugal wherevthéd afford to buy
a house. In the process, including a short return and attempt to live in their country of
origin, their perception of home changes. Thus, they choosettionréo Sweden where
they have spent overall 40 years. Their diary ends oremhetionally charged day
before a travel to Portugal that makes them reflect on loving two countries and living in
astate ofihet weenness. Lusitanobés story proceed
Sweden as a dreahke country, state of security, angpal ace t hat <can f eel
Moving to Sweden in 2007 made her realize that the utopian image she used to have is
only still recognizable in Swedish cartoon TV productions, such as Bamse and
Karlssononthe-Roof, but not within the severe architectafethe neighbourhood that
surrounds her. Correspondingly, her aesthetic language visually mixes resemantized
fragments from children animations as Bamse with the documentary recordings of her
realistic settings. I n thas tsenSel mamusRuosal
concept ofimaginary homelandghat reflects the need of writers in exile, immigrants
and expatriates to restore and reclaim the land of origin from which they have been
displaced. Thus, they construct an imaginary and fictionaloref@mong many other
possi ble versions) of oneds homel &ind based
reverse, Lusitano constructs an imaginary belonging to Sweden as her host country and
a potential home, represented by the animation episodes wittdkis characters such

as Bamse and Karlssamthe-Roof. The juxtaposition between recontextualized

"2 Maria Lusitana2013 http://www.gouse.eu/en/artists/marlasitanosantos.html.
213 See alsoSalman Rushdie,Imaginary Homelands: Essays and Criticism 198991 (New York:
Penguin, 1992)10.
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ani mati on fragments and documentary foot a
imaginary hostland The artistodés narratiiogwhaihd ref |l
means to lose and shift her fictional perception about Sweden into a reality and what
implications her dream for living there has for her Portugliese son who must learn
the new | anguage, adapt, andmwadt until thi

Lusitanods work explores notions of hom
among the central motifs of transcultural artistic discourses (such as postcolonial
literature, World, cinema and Third cinema and diasporic artistic expressions). The
tropesof home(land), displacement, exile suggest the ambiguity of identity formation
between different spaces and cultures, and also function as narrative structures, which
represent processes of transculturation. In this sense, Homi Bhabha has explained
displa@ment as a destabilizing condition, which triggers consisiral existence:

It captures something of the estranging sense of the relocation of the home and the

world 8 the unhomelines® that is the condition of extrrritorial and cross

cultural int i ati on [ é] I n that di spl acement, the bord

become confused; and, uncannily, the private and the public become part of each
other, forcing upon us a vision that is as divided as it is disorieffting.

With this regard, Lusitano cdmmes panoramas of the urban environment
together with more intimate shootage of her son playing in domestic settings. Thus, she
constructs the state of living -lmetweenness also as a dialectic experience between
public and private space, as Bhabha ingli#he multiple shifts between cultural
context that her own narrative and the story of the Portuguese couple represent, also
suggest that the psychological state eb@tweenness can be understood as a regular
condition of contemporary existence in Eugofhus, through representing processes of
transculturation (experienced by her son, herself and the Portuguese couple), Lusitano
evokes redefinition and transcoding of notions of European identity into a

transcultural identity.

2" Homi Bhabha,The Location of Culturé_ondon: Routledge, 19949,
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But'in this real foreign place

Fig. 21. Maria LusitanoMoving Away From Homg&008, DVD, 20 min.)
http://www.marialusitano.org/projec008

Now It was Just Make Beliey201ll)c onceptual |l y conofi nues t
migration and living in a state of HbetweennessThis video diary explores the
psychological aspects of living in diaspora from the positions of childhood and
adulthood, utopia and constructed reality. The video essay combines several interviews,
which drawrefle t i ons on the corporeal experience
have root s, 2™ Ibsing sorheaandefabricatiegtnéw memories, healing the
emotional scars of being a foreigner, the painful condition of leaving a place because of
not being al@ to stay (due to visa regimes as shown in an interview with a Brazilian
actor based in Sweden) or being a nomad in order to survive (conveyed by the footage
of street musicians.) Therefore, this work opens a broader discourse on migration,
beyond the subjct i ve redefinition of a countryods s
system, Karlsson and Stockholm roofs) that the first piece partly involves. It also
includes norEuropean positions (as the one of the Brazilian interviewee), so that it
balances theakk of presence of nelBU artists and points of view in the whole project
United States of Europe

To a great extentjow It was Just Make Beliedéscusses migration as a natural
social dynamics, which defines global and European societies. In this Henseleo
installation reaffirms the distinction that Umberto Eco draws between immigration and
migrationi Ai mmi gr ati on can be contr odnomemh, pol i t i

mi grati on cWhat Ewdpe idstll tryirg Yo tackle as immigmatiis in fact

27> Maria Lusitang Now It was Just Make Belie\eHD vi deo, <colour, sound, 26
http://www.marialusitano.org/maria_lusitano/now_it_was_just.html.
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mi gr a®Tbnsd Lusitanodés work opens a discour
Fortress Europe also from within, such as the N8dhth divide. Representing a

multiplicity of personal experiences through the video interview formag, vibork

allows viewers to extend imaginatively in the experiences of others. Thus, it allows for
becomingstrangersto ourselvgsi n r ef erence to Julia Kriste)
possibility to i dentify with ayhmeversaint er vi e
experiences of migration, also-@gientalizes the foreigner from being a cultural Other.

Thus, in the <context of Lusitanods expres
identities and repertoires of transculturation emerges as an acitf@taeand creative

gesture of transcending boundaries between Self and Other.

Simultaneously, Lusitano conveys her message by employing creative methods
al |l owi ng f sensonengagenmem.cleesmdntaged sharing of frames between
the two video chanels ofNow It was Just Make Beliew®nceptually corresponds to
the number of shifting perspectives and emotional nuances that this video installation
portrays. The edited fragments follow the rhythm of a dynamic puzzle between shifting
s p e a k e r ss@nd groosiandl textures. Thus, the previously discussed dimensions
on the constitution of the transcultural imaginary through experiential engagement in
Maya Nadigbdébs and Margaret Mor seds studies
Lusi t an oogsnotredredemtivansdulturality (as a narratively portrayed reality),
but itpresentsan | mmedi ate aesthetic experience of
realm the viewers can extend themselves imaginatively into the otheinteanediate
spacebetween inner subjectivity and outer world that happens as a lived experience of
interaction and somatic perception of the montaged frames and episodes. Thus, it can be
implied that the video installation invites the spectators into a process of
transcultuation that is reified through sensory aesthetics experience. Moreover, the
poetic video language of the piece plays a role in blurring the boundary between what is
conceived as utopia and/or reality, real and imaginary.

Furthermore, wi elBismohusStuamodbdsHaeéxprs t he
cultural identity reappears as a relevant framework for understanding European
identities. The art pieces confirm that (European) identity should be considered as an
entity beyond its sd adepondcedbeioanfg, 6obst amta

negotiation of cultural differenc&hus, bothiMoving Away From HomandNow It was

27 UmbertoEco, iAn Uncontrd | ab | e Nat ur a Europeh €losedrbearsoon @peni Aims?
EUNIC Yearbook 2014/15 (Goettingen: Steidl, 201A)2.
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Just Make Believeideo installationdrans-code European identity from a natiestate
related construction into a processual, relal and transformative entity of multiple
belongings across cultural and political boundaries. In this sense, as Gerard Delanty has
argued, European identity can be also conceptualised as a cosmopolitan idantity:
cosmopolitan European identity can lees less as a new supra identity rather than as a
growing reflexivity within existing identities, including personal, national and
supranational identities, as well as other kinds of identifi€s.

In a similar manner, through different personal narrajitesitano represents
the interconnections between oneds personal
to provoke understanding of European identity as a transcultural constitution and an
experienti al formati on. O wxmessad Elementk wls i t ano
transcultural aesthetics by representing processes of transculturation, as well as by
remixing existing media content and by employing the sensory dimensions of the video
medium.

Maria Lusitanods cur r edks batwden lsEstorical i nt er
and personal memory, historical utopias and diasporic experiences. Lusitano develops
her video projects by using documentary filmmaking and sociological research
methods, such as relational ethnography. Her international anpisictice, which
includes video, vidednstallation, drawing, and artist publications has been presented at
Manifesta 5, San Sebastian (20@hpto Espana 6, Madrid (2006) and 29th Biennial of
Sao Paulo, (2010). Lusitano has also exhibited in: Moderna eéfjuSgveden; Lewis
Glucksman Gallery, Ireland; Joshibi University, Japan, Fine Art University of Seoul,
Korea; Portuguese National Museum of Contemporary Art and Calouste Gulbenkian

Foundation, Portugaf®

“"Gerard Delanty, f@The Cosmopolitan | magination: Cr
The British Journal of Sociologyol. 57, No. 1(206), 42.
2" gee also KALEIDOSKOPE i Website of Visual Artist Maria Lusitano:

http://www.marialusitano.org/#'bio/pvajy
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Moving healed some memories

Fig. 22.Maria Lusitand’ Now It Was Just MakBelievg2011, 26 min.)
http://www.marialusitano.org/nowt-wasjustmakebelive-and

In parallel with Scattered Cartographiedn the Middle of the Waywork in
progress20002007) by the Polish artist Anna Koni
of migration together with the experiences of seven interviewees living in several
European cities. Correspondingly) the Middle of the Ways created as a seven
channel video istallation in order to present a diversity of personal perspectives and
reflections on the meaning of home and states of mobility. The installation gives voice
to the experiences of Thaddeus in Warsaw, Hermann in Berlin, Svetlana in Moscow,
Gerald in Youghl, HansDieter in Vienna and Jenny and Pele in Zurich, who are
homeless, but retell their stories of being marginalized, with a sense of dignity rather
than victimization. The artist portrays their everyday life activities, opening the
possibility for eabh one of them to present themselves in multiple ways.
Simultaneously, Anna Konik reflects on her own nomadic way of living, between two
European countries and three cifieser native Dobrodzien and Warsaw in Poland and
Berlin in Germany. Thus, Konik dnas a par al | el bet ween her i
her own experiences of migration, in order to suggest different states of homelessness

and searching for a place to belong. According to her:
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The mobility of Tadeusz, Herman, Svetlana, Gerard, Haater, Jana & Pele and
Anna opens up a dialogue in which geographical boundaries and nationalities are not
important. Instead, their individual stories, experiences and dreams build their
unique identity and confirm their differentness in a world where natimwlare

fluid. Every person | met dreams of a better life, of respect and freedom, they are all
trying to find their way in the new reality of the E(J

Koni ks i nstal |l atthe strangainBulopeaneacietieshveho r ol e
is eminently constreted as a marginalized Other. With this regard, Jacques Derrida has
written on hospitality as a mechanism to keep the ones hosted under control, to exclude
particular social groups and ethnicities, to close boundaries and produce nationalism.

The twofold andundecidablel bl urri ng stabl e meanings and
rhetoric) nature of providing hospitality, then, is that it automatically marginalizes the
stranger as Other, which can be understood as an inhospitaBf Expanding on

Der r i dcegiian ofchospitality and undecidability, Zygmunt Bauman claims that

the stranger, as a product of modernity, is able to obtain a kind of panoramic knowledge

that the nativéborn lacks:

Anoncounterfeit wuniversality midignotwethe born only of
stranger who can find the truth the natives are looking for in vain. Far from being a

mark of shame, the incurable foreignness of the stranger is now the sign of

distinction. The power of the homeowner is but, a sham. The powerlessness of the

homeless is but an illusidf:

In a comparable manndn the Middle of the Wagtudies the homeless person
as anundecidablesubject. The video installation redefines the stable meaning of being
homeless as necessarily deprived, and empowers the pdrialyjects by representing
their everyday activities, personal narratives and dreams for a better living as universal
human efforts. Anna Koni kés work shows tha
shared experiences between individuals, thus it tradsceme rigid boundaries between

nativeborn selves and uprooted others. By subverting the stigmatized image of the

C

homel ess ot her s, Koni kds mul ti channel vid

European societies can be the product of shared understaadihgrocesses of

interpersonal transculturation.

279 Anna Konik, In the Middle of the Walgttp://www.gouse.eu/en/artists/an@nik.html

280 Jacques Derrida & A. Dufourmantell©f Hospitality trans. R. Bowlby, (Stanford: Stanford
University Press), 2000.

281 7ygmunt Baumanodernity and Ambivalencélthaca Cornell University Press, 1991), 82.
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The central themes of Anna Koni ké0s expr
human existencé perceptions, emotions, intuition. Often her works involve meeting
her protagonists by accident, while trdve) and thus exploring intimate stories and
interpersonal contact. Konik combines video sdogumentary, installation,
performance, and sculpture. Her artworks have been exhibited across Poland and
Europe and have been acquisitioned by private collestimd institutions, such as the
Center for Contemporary Art in Ujazdowskislottet, Warsaw, Leubestiftelsens collection
of GartenatSal zbur g, Podl asi eregionens Art Assoc

Museum in Bytom, Art Association in Lublin and Artaion Foundation in Poznaff

Fig. 23.Anna Konik In the Middle of the Wafvideo, 200%1 2007)
http://www.gouse.eu/en/artists/ardkanik.html

The motif of migration and being fareigner takes a similar treatment in the
video artwork Clean Air (2004) by the Finish artist Anu Pennanen. The video
installation juxtaposes aerial views of Helsinki with a soundtrack composed of the
recorded breathings sounds of thirty immigrants liviimghe city, which engages the
audience at sensory level. The piece draws upon a public advertisement claiming

Helsinki as the capital with the cleanest air in Europe in 2002. The artist suggests that

this statement can st amahifedtabon ofghe demiked, i nt er p
al most exclusively white, e t®hFmomec brdgderr i ty o
perspective, Pennanenos comment can be e X

Europeanness and European identity as being predominanytconuct ed as Opur

#2g5ee also CULTURE.PL Anna Konlitp://culture.pl/en/artist/andeonik
283 Anu Pennanertlean Airhttp://www.gouse.eu/en/artists/amennanen. html
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Owhited entiti edmmigistion Ginemahin the Newve Buaog2dl5) i n
Isolina Ballesteros makes the accurate observation that liberal intellectual articulation of
multicultural and hybrid reality, along with popular farof exoticisation of Otherness,
Acoexist with the stildl prevalent, official
and the fallacy of national purity, both of which contribute to the radicalization of
of ficial xenophvoledver, Balisteras @wansiders that what prevails
then Ais a fundament al contradiction betwee
which consists of multiple belongings, and the homogenizing official narratives that
insist upon denying the realityof aninhere | y mi x &d system. o

Clean Air embodies the very same dichotomy between official discourses
(Hel sinkids public slogan of being the <ca
discursive racisn{ t o bor r ow Te urfandahe aciial niked sealibfot i o n)
mul tiethnic coexistence. ThemsactthéPexpeneacaenods a
of being an outsider and to make the presen
audi bl e through t hé Theoinstalthtionodlso itolees iaudio br e at h
recording of each one of the participants saying her/his name. The intimate acts of
breathingandseif dent i fi cati on by speaking out onebo
and reappearing of Hel sinki 6s | @mdnéscape ur
further Ainobody want s t o be namel ess; no
namelessClean Air represents the repressed presence of outsiders coming back to
haunt®™® us. o

In this sense, Pennanen6s wuse of vi deo
construction of European identity between processes of inclusion and exclusion that
reminisces of G e r almvehtind Europen tdea0 Identity, hReaity s i n
(1995). Delanty has studied European identity as constructed through the imposition of
othe# ness in the formation of binary opposi
identification takes place not through a sense of belonging and solidarity, but as an

opposition and negation of the ot her: At h

84 1solina Balesteros)mmigration Cinema in the New Eurqp@ristol: Intellect, 2015), 8.
285 [hi
Ibid.
8 Djjk, Teun A. vanElite discourse and racisniNewbury Park, CASage Publicationd993)
287 | i
Ibid.
288 |bid.
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guaranteedirfst in the naming, then in the demonization and, finally, in the cleansing of
ot herfless. o

Pennanendés work transcends the boundary
Other by employing aerial birdview footage, which suggest equality and inclusiveness
unde the same vast sky. At the same time, the ungraspable reality under the panning
camerd the disappearing and reappearing urbanscape under the tlalsdsfunctions
as a symbolic blurring of the boundaries, which segregate the social space below. The
videoplays subtly with visible and invisible, spoken and unspoken and in this sense it
evokes ambiguous perceptions of reality, which also correspond to the unstable and in
flux character of tr anarsatve dreative apparoach dagst Pe nn an e
directly involve the representation of transcultural identities, but acknowledges their

presence by sonifying their absence (throu

and exhaling Helsinkids <c¢clean air)tc Thus,
| anguage, which triggers viewerso transcul' t
the medium.

Overal l , AnideoWerks ara fillemakirgy can be defined as lyrical

and often sensorial, dealing with people who are marginalized pd¥itisakially and
economically. The aim of Pennanen is to use fictional elements in ordenégoéate

reality and transform their experiences in a subtle way. Thematically Pennanen explores
processes of globalization and social alienation, the inteembions between
architecture, temporality of sites, urban public spaces, human lives and personal
perceptions. Her filméave been screenedRatterdam and Hamburg Film Festivals,
Kassel Documentary Festival, MOMA New York, CCA Glasgow, CAC Vilnius, @entr
Pompidou Paris, Montehermoso Cultural Center, Spain, Frankfurter Kunstverein, and
Manifesta 5 Sa*f Sebasti §n, Spain.

289 Gerard Delantylnventing Europe: Idea, Identity, Régl(London: Palgrave Macmillan, 1995), 5.
20gee alsAnu Pennanea r t i st 6 hitp:iveviv.praigerenanen.com/cv/
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Fig. 24.Anu PennanerClean Air(S16 mm colour film transferred to DYBmin,2004)
http://www.go-use.eu/en/artists

From another perspective, Gerda Lampal ze
even further the dynamics of exclusion and
symptoms of the EU.Thoughts Are Fre€2011) is a single @nnel video installation
that comments on the relations between EU states by employing language. It shows four
European citizens speaking Czech, Slovak, Hungarian and Slovenian representing the
so called Afor mer Ea% bfdustia. Heirrtatkpareacnt amdei ghb o
reconstructed into the German phrase #ADie
reverberates with the text of a folk song known as a statement associated to liberation
movements. By recontextualizing and sampling (through ngutend mixing the
speeches) Lampalzgans-codesneanings (by subverting stable notions and generating
new ones), and makes an ironic comment on the re/unification of Europe as a form of
liberation. Her work accentuates the fact that two decades aftdalthef the Iron
Curtain Austrians hardly speak or understand the languages of the neighbouring
countries. The video includes reflections on how the different EU members observe
each other, what sort of governmental relations are created and how thesealef o n e 6 s
belonging to any community and shapes the constitution of a collective identity.

With this regard, Lampal zerds video opc¢
diverse and inclusive European societies, especially in terms of multilingual divirsity.
resembl es Kevin Robinsdé proposal t o redef
transcultural diversity, whichs inherently related to the emergence of a shared

21 Gerda Lampater, http://www.go-use.eu/en/artists/gerdampalzer.html
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European social and cultural space beyond the nataie framework. Thus,
transcultural dtersity clearly opposes the national paradigm according to which
individuals should live only in one culture at a time, speak one language, amd swhe
one polityi a worldview which contradicts the basic principles and complexities of
peopl ed anddenttiesd’ Ewape is experiencing social, cultural and linguistic
transformations, which evokes promotion, recognition and participation of regional
minority and immigrant languages in the public sphere. A transcultural European
imaginary, could beargued then, is also a matter of a multilinggamiospherda
synchronic semiotic space of cultural exchange, according to Yuri Lotman) and-a cross
lingual imaginary. In this sense, creative representations and reconstructions of
multilingualism in Europe such as Ger da ThaughtspAsel Fzeer 6 s Vv i
correspond to the representation of transcultural identities, reflect European
transnational hybridity and a transcultural European imaginary.

Similarly to Thoughts Are Free Ger da L amp ahicamdrmodowng phot ogr
image works are often defined by manipulation and transformation of raw film material.
Thematically she deal s wi t h peopl eds biog
political contexts. Since 1980 Lampalzer works as the executive of the iMentlestatt
Wien. Apart from being a practicing media artist, she works as a curator and a lecturer
in Applied Arts in Vienng™®

Fig. 25. Gerda LampalzeiThoughts Are Freévideo, 2011)http://www.gouseeu/en/artists

2 Kevin RObénschafilenge of Tr aBeundarles: Tnarsienceandv er si t i e
intercultural dynamics(Revista CIBDB  d 6 Af er s B288,2006) 24625225@ | s ,
23 See also U.S.E Curat@Artists, Gerda Lampakr, http://www.gouse.eu/en/artists/gerda

lampalzer.html
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4.3 Media participation as a transculturalizing strategy for-nmagining
Europe as a space of critical cosmopolitanism
The interactive component of the U.S.E brings together the artistic expressions and the
sociological research (in mview format) and plays with the possibility for active
audience involvement. Thenteractive laboratory as it has been defined by the
projectds curator, allows Vviewer s-sittia submit
the exhibition spaces andlore. These contributions can have the medium incarnations
of written texts, photos, images and video sequences. The author of the laboratory, the
Latvian media artists and researcher Janis Garancs, suggests that the interactive space of
the lab correspored t o i nterpretations of the projec
perspective (state as a country), but also from an abstract stance that reads state as a
status/condition. Thus, his engagement with the U.S.E is rather devoted to studying the
conditionof being European today. Thus, thésractive laboratoryemerges as relevant
multimedia work, which presents how European citizens and individuals living in
Europe can participate in the construction of a shared European social imaginary.
AccordingtoGaancs, the | aboratory acts as fa tem
States of Europe, connecting the U.S.E exhibition venues with satellite events and
| oc at® Ibis somgpsed of touch screens (for completing an interactive quiz on
Europe), projectons and computer terminals for aud

feedback on the project:

Thus, the | aboratory inbattiagels fios place th plac® c e s s i
and adapts accordingly that will collate the c& r eat or s 6 inpuwand vi si t o
manifest itself as a setfrganizing map of overview, offering multiple layers of
exploration and becominig through immersive 3D visualizations and sonifications

(featuring also computer generated stereoscopic projection andcimattnel video)

i an evolving multimedia artwork itseif®

ng dev
rso

24 3See also http://www.gase.eu/en/laboratory/index.html.
29 pid.
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Fig. 26. Janis Garanc8D visualization of the interactive laboratofynixed media, 2011)
http://www.gouse.eu/en/laboratory/index.html

The immersse dimensions of this multimedia installation expand the visual
representation of European identity into an aesthetic experience of embodying the state
of being European. The possibility foreaacting different versions of what it means to
be European lwiously corresponds to the medial and cultural shift from
representational to performative and participatory artistic practices, discussed in the
previous chapter. By inviting viewers to shift from spectators into participants, the
U.S.E is a clear atterhffor an artistic process that involves the audiences in the co
creation of new meanings. Still, the potential dorcreative expressiogranted to the
audiences within the framework of the interactive lab, could be questioned. The
interface design invis visitors to participate, but the media specificities offered for
vi ewer sé6 expression can be further democr at
given generic dimensions (such as answering structured question forms instead of
allowing for moreopnrended wuserso6é contributions.) Wha
opportunity for an active encodingdecodingencoding loop of reception,
resemantization and recontextualization that audiences can employ-aseatoce and
critical practice. A step furthen this direction would have been the possibility for
participants to create usgre ner at ed content and o6playodo wi
Jenkinsd thesis, exactly such medi a modal
deliberation and critical involveenn t . At the same ti me, Ni co
media convergence and his theory on audience participatory actiditéeg the
distinction between structural media participation (at a macro level) and cositaet
participation (as a micro practicd her ef or e, O0pl ayingdé with the

critical and creative content can be under
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which potentially can trigger critical and creatit@ns-coding of meanings across
media platforms. Thus, audkencesd® Oactived participation
mediums could enhance critical engagement and facilitation of transcultural processes.
In this context, the realization of the U.S.E as a platform inspired to challenge European
democratic defici(as suggested by the initiator, concept creator and project manager
Johanna S8 could have involved a sounder possibility for critical reflexivity aod
creative subversion of power/knowtgglstructures by the audiences.

Nevertheless, the U.S.E initieéi for establishing a kind of European public
sphere (or mimicking the ideal for such) has the potential to generate and educate
practices of civic participation. As the first chapter has studied, Nick Stevenson claims
that citizens can learn cultural agéinship through critical engagement in everyday life
(and media), which the U.S.E conceptually envisions. In this relation Gerard Delanty
r ecogni tleasningdonkensiontokcitizénship ascanstructivispr ocess, 0 wher
the process of individual dening is translated into collective learning and ultimately
becomes realized into social institutions, can be achieved through the constitution of
cosmopolitan imaginatiaf?’ The cosmopolitan imagination, according to Delanty, is
not synonymous to the mereondition of pluralism, but concerns openness,
transformation and translation of difference between local and global, core and
periphery, particular and universal, past and present, self and other. Thus, the
cosmopolitan imagination and the transculturahginary share similar socmultural
dynamics. The U.S.E project itself can be understood as the construction of a social
world, in which the self and the other are enunciated inpselflematizing modes
within discursive processes, that according tolabty, defines the reflexive and
relational character of critical cosmopolitanism and the cosmopolitan imaginary. In this
sense, the participatory dimensions of the projéuted States of Europdy largely
counting on and e nc ovalveraent; optimistcally renagness 6 act i

Europe as a space of critical cosmopolitanism.

2% See alsoldeas behind the projectection at http://www.geuse.eu/en/about-s-efideasbehindthe

project.html.

“"Gerard Delanty, fTwo Conceptions of Cultural Citiz
and Cit i ZeerGolal Review of Ethnopoliticgol. 1, No. 3 (LondorSchool of Economics and

Political Science, March 2002), &4
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4.4 Conclusions: creatively reified O0ANnO

The analysis of the projetinited States of Europ@).S.E) addressed a range of artistic
interpretations of Euraggan social realities and modes ofimeagining European
identities as transcultural identities. Thus, the discussed artworks presented examples of
transcultural aesthetics and its modalities of representing transculturation, sampling
crosscultural repertoes and generating transcultural sensitivity at a sensory level,
which the analysed five video installations emphasized to a certain extent. At the same
time, the examination of the interactive laboratory showcased the potential of
participatory media tengage European audiences in the constitution of a transcultural
European imaginary via processe®ntodingdecodingencodingnovel content.

The video installationdoving Away From Homeand Now It was Just Make
Believeby Maria Lusitano explore the pdyological aspects of displacement, living in
diaspora and altering perceptions of home and belonging from the perspective of
imaginary and lived realities. The tropes of home and belonging, as typical transcultural
repertoires, are used to (re)present esmdnact states of cultural -imetweenness and
processes of transcul turation. I n accordan
identity, Lusitanobés videos exemplify that
of constant &b eerovarks megmagine BMmpeandderaity as a Cross
cultural entity separated from the natistate frame of reference. Thus, through the
representation of transcultural identities, Maria Lusitaaos-codesEuropean identity
into a transcultural formatiorwhich embodies the negotiation of differencawmsen
self and cultural others.

In a similar direction, Anna Konik draws a parallel between her own nomadic
life and the existential experiences of several homeless people from different cities
across EuropeBy representing their personal narratives and everyday lives, the artist
gives voice to their human dignity and allows viewers to identify imaginatively with
i nterviewees?®o uni ver sal human desires. I n
installation In the Middle of the Wayuses elements of transcultural aesthetics by
transcending the boundary between self and marginalized others and by constructing an
inclusive version of European social reality.

Anu PennanCékantAscoweys & similar message byp@oying the
sensorial dimensions of the video medium. Her-namative piece acknowledges the

invisible presence of thirty immigrants in Helsinki by making audible their intimate acts
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of breathing. Penannen recontextualizes the slogan of a public adrestit on
Hel si nki 0 strassicaests meaning in® a citical and creative reflection on
Hel sinki ds pure and white ethnic compositi
of discursive racism, which are predominant in a broader Europeantce x t . Pennane
transcultural aesthetic language involves both resemantization of existing content, as
well as the generation of cultural and empathic affiliations at a sensory level.

Ger da L a mp a IThoaghté #Are ¥reedlso oportrays dynamics of
exclusion and negation of the other as characteristics of European identity construction
(in reference to Gerard Delantyds thesis)
diversity by assembling a creksi n g u a | coll age of outspoken
critical engagement functions as a discursive practice of critical articulation of the
existence of various (linguistic) borders in Europe, thus it signals the need for
transcendence of cultural boundaries and deferral of differences between self asd othe
within European societies. Lampalzer employs the aesthetic modality of sampling
existing content in order to generate new meanings and provoke the prospect for socio
cultural transformation and transculturation.

As it was further observed, the interaeticomponent of the project invites for
audience engagement. A critical scope on the interactive dimensions of the project
revealed a potential necessity for more active audience participation at dewairand
co-creative audience involvemem.step further in this direction would have been the
inclusion of medial possibilities for critical and creative engagement on the side of the
public, such as the production of uggmerated (artistic) content. According to Jenkins,
such pract i c dhstheonkedium pould poientigly fostern reflexivity, civic
responsibility and deliberation. Still, by
United States of Europes-imagines Europe as a communicative space of cultural
citizenship and critical cosopolitanism. The participatory dimensionsliited States
of Europeimply that citizens can play an active role @ncodingdecodingencoding
alternative narratives and discourses about Europe. Thus, active audience participation
can be further creativel developed as a vital element in the constitution of a
transcultural European imaginary.

As recurring trancultural repertoires emerge the tropes of home and belonging,
migration and travel, living in diaspora, intermediiteéd spaces of transculturation
and identities irbetween. Artist use as a critical discursive strategy the representation of

us/them divisions in order to deconstruct processes of othering and trigger

137



Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

transcendence of boundaries between self and cultural Others.cGlosal affiliaions

are also induced at somatic level via sound and multiscreen moving image
compositions, which present an immediate aesthetic experience of identification with
someone else. The interactive component of the exhibition suggests the potential for
active aidience involvement in producing new connotations and alternative discourses.
Thus, U.S.E. dimensions of creative expression employ the sugdestsatoding
modalities (representation of transcultural identities, sampling of repertenesding
decodilg-encoding of new meanings and sensorial cultural engagement) in a
complimentary order.

Overall, it can be concluded that by following similar aesthetics and conceptual
concerns, the discussed creative expressions constitute a shared semantic space. The
works reimagine European identities as transcultural entities and Europeakaad
imaginedthird space, which envisages the transcendence epgédixal and socie
cultural border lines. In relatont®©@hr i s Roj ekds argumernt, t hat
profound expression of the imaginary, which dissolves divisions and frictions of
religion, race, ethnicity and politics, it can be concluded that the discussed artistic
expressions constitute a shared European imaginary. Rojek connects the social
imagina y wi th the notidmoofovwadofhemd Salimauar
Aanot her Britaino (the Britain of BI ake, S|
Beatles, the Clash, ef®®), which opposes cultural, ethnic, racial and class divisions. In
this sense, by symbolically transcending the boundaries which delineate Europe from
outside and withinUnited States of Europer eat i vely rei fies the en

Europe. 6

2% Chris Rojek,Cultural StudiefCambridge and Malden: Polity Press, 2007),-258
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5. Case study: Remapping EurofpeRemix Project(2013)

This part of he dissertation will explore th&#gans-coding potential of intertextual and
intermedial remixing and recontextualization of repertoires across cultural borders, by
taking into consideration thRemapping Europe, a Remix Proj¢2013) initiated by the

Doc Next Network and coordinated by the European Cultural Foundation (ECF) in
Amsterdam, the NetherlandRemapping Europemploys thetrans-coding modality of

sampling media content and crazstural references in order to conquer and deconstruct
negative nass media representations of migration in Europe, which reproduce migrants as
Nfstereotyped, criminalized, racially categ:q
al | of which serve to deny their iepradctvi dual
Vivian Paulissen points oGf? Thus, through remixing existing media content the
Remapping Europenedia makergonstruct alternative representations, which challenge
prevailing mass media discourses on migration. As a creative pla®emapping Erope,

a Remix Projectchieves this bgncouraging the reontextualization of film and media

archives. The range of participants encompasses professionally trained media artists as
well as untaught medimakers who experiment with creativity in the pregef taking

part in the project.

The first subsection will present a summary of the project, its concept and related
initiatives. Then, the modality of sampling of cultural repertoires and mixing media
contents will be explored in tHRemapping Europeideo pieces created by young media
makers in Spain, Poland, Turkey and the UK. The creative ateliers in the corresponding
countries will be studied via several video remixes representing the central thematic
engagement and media approach undertaken byék& creators in each specific context.

The selected works coincide with the officRémapping Europ®VD collection, which

has been circulated by the Doc Next Network and ECF. The final part of this section will
focus on the work of the artist colleatiEuropean Souvenifavho employ transcultural
aesthetics and sampling as a mode of critical and cre@#ins-codingin the design of

live-cinema performances.

29 vivian PaulissenfiRemixing Europe: Migrants, Media, Representation, ImagerRemixing Europe
(Amsterdan: Doc Next Network, 2014), 5.

139



Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

5.1 Summary of the project

Remapping Europe, a Remix Projé2013) by Doc Next NetworkiBan i nvestigat
artistic project that aims to contribute to an inclusive cultural practice and public
imagery in and of Europe by connecting young creative mmedieers who have
(im)migrant perspectives from Spain, Poland, Turkey, and the UK to widep&am

i ntergener at {*Fnearmedialabd in ¢he coeresponding countries have
engaged 50 young meedmakers with crossultural backgrounds into creating new

content from (news) media and personal archives. The concept of the project is to
contest prevailing media representations and imagery of migrant in European societies

by remixing media (archives) as a method ofviewing, reinvestigating and re
considering dominant representations. I n t
culturd phenomenon in which existing audisual material and images are framed

into a new conterit introducing new meanings that reveal our way of understanding the

past related to the pr° BhespnRemappmg Buroea st i ng
objective is ® acknowledge the value of sedpresentation by young migrants in order

to challenge mainstream public discourses largely shaped by public and commercial

TV, radi o and newspaper s. Such 6tradition
prejudiced debate on igration in contemporary Europe, structured along ethnic,
religious and gegolitical categorization®®? For instance, mass media (re)produce

popular feafinducing stereotypes of Muslim migrants as Islamic fundamentalists,
EasterrEuropeans as primitive loskilled workers, asylum seekers as illegal
traffickers and criminals. With this regard, it can be also noticed that already since 2013
Remapping Europbas been problematizing currently urgent and topical concerns on
migration in Europe in the context tife ongoing refugee crisis.

Remapping Europevas initiated by the Doc Next network in April 2012 in
collaboration with the cultural hubs: the Association of the Creative Initiative
0ed6(Pol and) , ZEMOS98 (Spain), MO Dtifutel st anbu
(BFI)6s Future Film Programme (UK) and th
Netherlands). The media makers in the corresponding media labs and ateliers could also

obtain inspiration while collaborating with local associations working with migrant

30 see alstttp://www.docnextnetwork.org/remappingeurope/

301 vivian PaulissenRemapping Europe. Films and Performand@snsterdam: Doc Next Network,
2014), 6.

392 bid.
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communitiesi Office of Social Rights ODS (Seville), Homo Faber (Lublin), Istanbul
Bigli University Migration Research Centre and Tarlabasi Community Centre (Istanbul)
and Refugee Youth (London).

The various activities of the overall initiatiRemapping Erope extend into:
five creative media ateliers in the participating four countries; screenings of 48 remix
short movies at international film festivals and presentation within an online catéalogue
Doc Next Network Media Collection; a DVD with selectedhire movies representing
participantsdé creative work from the five n
following subsection); liveci nema per f or mances Ebrgpeahhe art
Souvenirs a seminar taking place within ZEMOS98 Fedtiva April 2014 which
brought together artists, filmmakers, activists and thinkers, whose perspectives have
been included into an investigative publication entiteimixing Europe. Migrants,
Media Representation, Imageryhe following discussion will pag closer attention to
a selection of short films created at the five media labs of the project, which most
obviously bring into play transcultural aesthetics. Afterwards, the-ciivema
performance by tEbrepeaa Sduversrang theirrenoxl aéstheticsiofv e

sampling of cultural of repertoires will be taken into consideration.

REMINGEURGPE Online film catalogue Meet the makers

o e e

{ VN ]
oY lwﬂ.f e
- !1 ¢l ﬂ
g e

For Remapping Europe, over 50 young
media makers in Turkey, Spain, the UK
- and Poland (with different cultural back-
In our Remapping Europe labs, 50 young | | grounds) created digital stories by remix-
F media-makers with migrant backgrounds ing footage from European media and

remixed stereotype imagery of migrants S :
in Europe. Watch all films in the online film archives, such as adverts, movies,

16th ZEMOS98 Festival
is Remapping Europe

catalogue. documentaries, tv and radio reportages
on the topic of immigration. Who are they
€URO~ and why did they participate? Get to

know the makers!

VISIONS

The imagery on Europe is weaved by 111
hundreds of thousands of images that iy
are constantly renewed but also repro-

duced repetitively in a loop: short e

phrases, slogans, repetition devices that
fill political propaganda, news networks,
publicity and often cinema. A sticky web
that gradually thickens till it forms a Warszawa i

dense veil of images, conditioning what 4 x o Istanbul {MAGERY OF M\GRANTS
we see and how we look at things, taking ’ Pocns e = ot o WP S
control of aur diract exnerience The .

WWW.REMAPPINGRUROPE.EU

e
) A DIY UECUNSYRUI‘UGN

o~

o
AND REMIX OF PREV A\UNG
o~

Sevilla
London

Fig. 27.Remapping Europg Remix projectimageshttp://www.docnextnetwork.org/remappingeurope/
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5.2 Sampling of cultural repertoires and remixing of existing media content

The creativeRemapping Europateliers in Spain, Poland, Turkey and the UK will be
presented through the analysis of the video remixes included in the dRfemadpping
Europe DVD collection. Thus, the central thematic concerns and media approach of
each media lab will be illustrated by several video works. The historical background and
mass media discourse on migration in each of the corresponding counties will be also

presented tefly in order to contextualise the analysis of the discussed video remixes.
5.2.1 Remapping Europe ateliérSpain

5.2.1.1. Spairi history of migration
Spain represents a unique case of migration history, defined by a shift from being an
emigrationcountry into a country of immigration (starting shortly after signing the
Treaty of Adherence to join the European Community in 1985). Throughout most of the
twentieth century Spain was a sender country with huge outflows to Latin American
countriesi appoximately 3.5 million Spanish nationals left between 1850 and 1950.
European countries (mostly France, Germany and Switzerland) also became a

destination for economic emigration 1in

t he

the European Community in 896 , during the 199006s Spain

profile into a country of immigrationinflows expanded gradually, from under 30
thousand per year in 1996 to 958 thousand new arrivals in 2007, composed of mostly

Europeans, Latin American nationals (ntpsirom Peru and Bolivia) and African

populations (mostly from Moroccd)°The peri od between 19806s

was also defined by inflows of return migration (emigrant Spanish citizens born in
Spain), while in the 19i8flowssamenfoos tibroadornt h e
individuals (since Spanish nationality is acquired through parental nationality regardless
of the country of birth)Between 2002 and 2014 an accumulated immigration inflow of
7.3 million and a net flow of 4.1 millioin the vast majority of migrants arrived from
Europe (3.4 million), Latin America (2.5 million) and Africa (1.3 million, mostly from
Morocco). Thus, Spain became the second largest recipient of immigration in absolute

terms among OECD countries, following the @ditStated® Eurostat estimates that in

393 Mario Izquierdo, Juan F. Jimeno and Aitor LacugSpain: From Immigration toEmigration? Banco
de Espana, 2015.

34 Jaume Ma r t, 2The RRemaekabte Case of Spanish Immigratioch Dec. 2015
http://bruegel.org/2015/12/themarkablecaseof-sparish-immigration (accessed0 July 2016)
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2010 14% of Spai nos tot al p dgru tesadentsp n was

accounting for 6.4 million peopf8 According to The Spanish National Institute of

Statistics, over one million and a half of the foreigsidents in 2010 came from Latin

America (especially from Ecuador, Colombia, Bolivia, Argentina and Brazil), three

quarters of a million were from Morocco, two million came from EU member states

(mostly from Romania, United Kingdom, Germany, Italy and Buégawhile the rest

were smaller communities of Chinelsern residents, South East Asian groups

(especially fr om Spkhdippined)and framnrseveral suBabdraony t he

African countries’® In line with immigration policy, individualsfrom courtries

belonging to the former Spanish Empire (mainly in Latin America, the Philippines and

from Equatorial Guinea and Western Sahara) can obtain Spanish nationality after

continuous legal residence of two years in Spain. Naturalized citizens, then, are no

longer counted as immigrants. Spanish nationality is automatically granted to the

children of i mmi grants born in Spain whos

transferredus sanguinilipon their childés birth*ibroad,
The financial crisis in 2008 caused a shift in migration trends expressed in

decrease of immigrant flows from Europe and Latin America, and increase of inflows

(asa share of the totafyom Africa and Asia.The decline of GDP growth in 2007

triggered migraon outflows from Spain resulting imore than 400 thousand per year

(slightly less than 10 per thousand of the total domestic population) since 2010. This

tendency can be explained with the high mobility of foreign nationals residing in Spain

i in 2012 aproximately 50 per thousand of foreigners left the country, while less than 1

per thousand of Spanidiorn nationals emigrated. Thus, a recent report suggests a

novel transition from a massive immigration regime into a vast emigration after the

Great Receson (20082012)%%®

395 Eurostat Katya Vasileva )6.5% of the EU population are foreigners and 9.4% are born ahroad

34/2011

308 National Institute of Statisticsr®ssReport (INE, June 3, 2009 http://www.ine.es/prensa/np551.pdf

%7 See also Realisation Netzwerk Migration in Europa e. Migration Policy in Spain(online)
http://www.migrationeducation.org/48.0.html& n d ACountry Profile: Spaino
(Hamburg: Hamburg Institute of International Economics HWWI, 2008)http://focus
migration.hwwi.de/typo3_upload/groups/3/focus_Migration_Pulilikegn/Laenderprofile/CP_06_Spain

08.pdf

MgeealsCngel es Arjona Garri do SpandCouhtyef immigraton os Checa Ol
(Netzwerk Migration in Europa e. Y2009
http://www.migrationeducation.org/48.1.html?&rid=145&cHash=6add42cf740da266482462d1738;

Mario Izquierdo, Juan F. Jimeno and Aitor LacugSpain; From Immigration toEmigration?(Banco de

Espana, 2015)
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5.2.1.2. Spairi mainstream media discourse on migration
The outlined migration historylogically explains thediverse and multiethnic
composition of Spanish society. Whil e Spai
generally openand committed to integratiofl; elite discourses (by politicians,
journalists, writers, academics and other
practices of discrimination, as Teun van Dijk argues. His study on discourse and racism
in Spain recognizethe long tradition of discursive discrimination originating from the
Reconqgqui sta against the OMoors, 6 the expul
Americas and the exploitation of indigenous populations and African slaves, as well as
the longstand ng sti gmati zation of 60Gypsiesd (Git
nowadays translate into prejudices against new immigrants arriving from Africa and
Latin America. Thus, within Spanish public discourse (as well as everywhere else
across Europe) the pase aspects of immigration (cultural, economic and
demographic contribution to the host society) are replaced with negative stereotypes
from a dominant westerwhite perspective, which associate immigrants with crime,
illegality, lack of adaptation and athproblems™°

In this context, and within th&®emixing Europeseminar organized in April
2014, Carl os Delcl:-s comments that in Span
immigrants at the borders of Europe, rather than as active members of Spanish
community. Media representation of immigrants and black men in particularly, as he
points out, usually focus on the fdAprobl emi
migrants are often portrayed next to state symbols and (military) forces:

[1t was not untilthe PAH (the Platform of Mortgage Victims) took the stage that

one encountered men and women with names like Samba and Fatima in the news

talking about the same issues as locals (in this case, housing). Instead, media

accounts emphasize the role of shaddwypna f i as o6 who trick migrants ||
thousands of euros to risk their lives, as grainy helicopter footage of

i ndi sti nguSasharbdres ofisfurbar chi ngo i-lni n.end fior gani se
towards the border cuts to images of shivering black or Magifeilsans wrapped
i n bl ankets bearing t he Red Cross |l ogo. The

superimposed on the corner of the scréén.

9 Joaqu? n Exteptiomalgin Europe? Spain's Experience with Immigration and Integration
(Washington, DC: Migration Policy #titute, 2013).

$10Teun A. van Dijk. Discourse and Racism in Spalrecture APAGELT, Barcelona 27 de febrero de
2004. Apac 53, 2005, 185. (online)
http://www.dscourses.org/OldArticles/Discourse%20and%20racism%20in%20Spain.pdf

car | os fhe Profile, the Reality and the Barrier: The incident was not reported in thedmedia
in Remixing Europ€Amsterdam: Doc Next Network, 20146-29, 28.
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Del cl - s i ronically reconstruct Spani sh
discursive labels, which reproduce negative stypes of immigrants in Spain.
Moreover, he recognizes that for overcoming the barriers between people, independent
media makers should stand for human right
disruptive towards official narratives and the mainstream ané&ati as long as they
exclude the voices of the dispossessed. o T
media and independent (creative) media re
summarizes the overall conceptual dimensionRe&happing Europe, aefix Project
as an initiative which aims to challenge mainstream media discourses on migration. The
following section will deepen into the exact creative praxis of subvertingtrang
coding negative representations of migrants in Spain. It will focusRemapping
Europe media remixes, produced in the creative atelier in Seville, which construct
alternative to mass media narratives and transcend the boundaries between self and

cultural others.
5.2.1.3. Spairi Remapping Europe media remixes

Remapping BEwped s medi a remi xes produced in Sevil/l
technical, artistic and aesthetic support of the creative collective ZEMOS98. For the
realization of the project, the Spanish atelier also collaborated with the Office of Social

Rights (ODS). The participants followed a tvabage programme involving workshops

at the local atelier (two thrd®our sessions per week in the course of three months) and

an International Encounter. The latter served as an opportunity for the participants to

take part into different group activities, such as a session on social and human rights
organized by ODSiI under the title WeTube was launched an audiovisual
communication and social rights workshop. Moreover, a showcase of the created
remixed video was prested within the ZEMOS98 Festival in April 2014.

The conceptual dimensions of the atelier dealt with establishing a common
narrative uni ver se around t he idea of di
workshop supervisors define social activists, througitking with transmedia, self
fiction methodologies, collective storytelling and remix todfsThe produced short
movies are directly influenced by ZEMOS980:

of preexisting media content as the main source for tleatmn of novel artworks.

312 Felipe G.Gil, Remappindcurope. Films and PerformancéSuropean Cultural Foundation, 2013), 41.
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Moreover, according to ZEMOS98, remix defines the logics of our cultural system,
knowledge, education, communication and politics. The collective explores ideas of
open source sharing and free culture, the convergence betweessmoél and amateur
creativity, DIY (Dolt-Yourself) media, digital networks and contemporary thodtht.
With this regard, it should be noted thRemapping Europé Remix Projed s
conceptual framework and artisti covedal i ve ha\
creative approach towards remi x. Further mot
involves not only investigation and mixing of new narrative formats (such as internet,
digital video, net.radio, weblogs), but also organization of cultural rdseaxtended
education initiatives and training projects such as seminars, discussions, publications,
workshops, conferences, exhibitions, courses and other cultural events, among which is
the annual ZEMOS98 International Festival. Since June 2015 ZEMO&9&lso
official members of the transnational civil society organization European Alternatives
and have participated in its Transeuropa F
Thus, ZEMOS98 share European Alternati veo:
simultaneously transnational and highly local, bottompand participatory, creative and
experimental innovative activities (campaigns, festivals, exhibitions), which involve
global participants from China, the Americas and North Africa in order to corquer
Eurocentric approacH?

The majority of videos produced at the media lab in Seville deal with common
perceptions of otherness, social experiences in new cultural contexts after leaving home
and the construction of identity as an entitybetween. The daversive character of
parody (as suggested by Linda Hutcheon and discussed in the previous chapter)
becomes most obvious inthe videorefiie Voy a Bail ar Pegao/ | 61
Pegao (2013, 5 min 52 sec) by Ellavled Alcano, born and educated in piofed
dance in Venezuela. The movie emulates a TV advertisement by sampling fragments
from music video clips, TV ads, YouTube clips, moving image and popular films,
among which ar e r ec o ¢lodern @irhedl®36)CancdbAlet Besg Ch ap | |
and DavidMa n d €&ur@ $rip (2004). The short opens with Pope Benedict XVI
watching TV at home and being propagated by a teleshopping presenter to embark on a
journey to a brand new world, where one could enjoy a lot for less. The broadcaster

3See alscsSai oa Ol mo Alonso, fAAn interview with Felipe
festival ACopyl ove: c oMDESKIsCriticdl Thimking (@anhind)httip:Hwevw.a e mi x 0 i n
desk.org/spip/spip.php?article1593

14 See alsdittps://euroalter.com/whwe-are/ourorganisation
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(purposefully perforrad by a participant in the WeTube workshop) poses a set of
questiond Are you bored? Is your life ordinary? Do you have a job and a salary? Are

you ready for autumn swimsuit salés@merging on the background of montaged city

traffic and sheep herds f@age and the accords 8fc hi n d | (SteversSpiklberg,t

1993) theme by John Williams. The soundtrack changes into a rhythmic Cuban music,

while the offered solution against trivial comfort and the inertia of everyday life could

appears to be a revolutiary system created by the Kikiriwikisnamely, getting rid of

all your belongings, income and possessions and enjoying the little things in life. A

world map indicating the so called Third World countries (in South America, Africa and

Asia) is enthusiastally relabelled into a map of the First World of Dance. Shifting

images of palm trees, cocktails and sun are assembled with mock statements by happy
customers who recommend Kikiriwikisd tradi
World of Dance as aaw form of fun. Among them appears a collaged YouTube cameo

of Justin Bieber who also reflects on this new world of freedom. A flashing telephone
number encourages spectators to wait no longer and book immediately, which would
guarantee not only a welcongircocktail, but also a free dance lesson. After being
convinced by this tempting prospect for endless entertainment, the Pope himself
surrenders to the TV advertisement, which functions as a form of contemporary
summon, and declares his resignation in ptdenove to the First World of Dance. The

movie ends on a high note wit hPapdtlhwmngoc heer f ul
The DIY (Dolt-Your sel f) aesthetics of this video ¢
discussion on the democratic potential udergenerated content (UGC). Through

mimicking typical teleshopping and advertising stylistic features, the video manages to
construct a sharp critique on consumerismcBetextualizing audio and moving image

references into a remixed composition encod&th new meanings, also achieves to

question popular stereotypes and perceptions of Third World countries. Thus, the
creative juxtaposition of content originating from different media and cultural contexts

performs arans-codingand subversive function.
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Hey, You!Are you'bored?

Fig. 28.Ellavied Alcang Me Voy a Bail ar Pega(@13,9nmnb2sedi ng t o Danc
https://vimeopro.com/docnextnetwork/remappewrope/video/64653420

T rnS§ito/Crossing(2013, 6 min 9 sec) is aockumentary™ which mixes
documentary and fictional elements and presents the testimonials of four characters who
tell their own stories of arriving in Spain. Their personal experiences of migration are
re-imaginedthrough the narrative about a fictional superhero called Andrea, who had
helped them to cross the border by turning each one of them into an animal. A condition
everyone had to fulfill was to live like an animal for a year in the new settings. The
movie canbines the social experiences of Moses Mboma from Sierra Leone living in
Spain for eight years, Dana born in Romania and residing in Seville for two years,
Carlos from Colombia living in Spain for six years and Piquita from Venezuela also in
Spain for eighyears. All of them share leaving behind families, friends and home and
finding the adjustment to new society, customs and culture very hard, as well as being
looked at differently, since being foreigners. The escalating need for migration to a
better plae had pushed them to meet Andireatall man with red hair and clear eyes, a
strict flawless person who demands no mistakes. In order to cross the border, each
suffers a transformation into an animal: Moses into a dog, Dana into an elephant, Carlos
becones a monkey (despite his desire of being a more regular pet such as a cat or a
dog) , and Piquitabs metamorphosis shifts h
signifies white male Western ideals, the conception of inferior cultural Otherness has
beenonveyed through the allegory of the ani
experiences. Found footage (of a dog unwanted in a restaurant, an elephant trying to
reach the water of a swimming pool, a monkey working as a waiter, a penguin travelling

as a bizee passenger in a plane) has been used and remixed in order to illustrate

315 The mockumentaryalso known as docucomedy is a typof film or television showvhich represents
fictional events in documentary style to create a parody.
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corresponding situations of feeling as an outsider, and a stranger, being different,

unwelcomed and unequal. Shot and edited in black & white, the video presents a

stylized fable oncultural Otherness and transition not simply in its connotation of

crossing geographical space, but rather as the psychological state of transformation that

defines a migrant O scultaral engiorenent. on t o a new SsocC
Tr 8nsi t odo&smat sliectly trgnsmit animalised representations of the

four protagonists, but figuratively evokes that antiited depiction of immigrants has a

long-term tradition in discriminatory discursive formations. For instasiceianization

or the representation oécial minorities (especially people of African descent) as apes

or monkeys has been a P ®ehamasized depictiod efh u ma n i

peopledoes not merely suggest being fwman, but rather having a lower human

status, or a subhuman essence térms of appearance, morals, behaviour, personal

qualities), since nature is arranged hierarchically and humans occupy a higher rank than

nonhuman animals. Thus, psychological essentialism and dehumanization also imply

that the dehumanized ones are ingpumcanny and dangerotté Translated into anti

immigrant sentiments and metaphors, the animalization of immigrants also discursively

justifies that immigrants (contrary to citizens, who equate with humans) can be hunted,

chased, caged, attacked, contmjledomesticateti® i all of which reproduce

connotations of being inferior.Tr 8 ns i t q /hBwewves, dranscgdes the

dehumanizing tropeo f i mmi grant so ani malisati on by

subversive function of the mockumentary (or docucomedy)egenr The pr ot agon

selfrepresentations and fabricated memories of becoming an animal (in order to cross

the Spanish border) satirize and destabilize the dehumanizing discursive practice of

animatlike representation of immigrants. Thus, the mixture aftidnal and

biographical elements functions as a symbolic resistaiteremix was completed by

David Gallardo, who is an audigsual producer, born and educated in Mexicali,

Mexico.

3% pavid Livingstone Smith, loana PanaititiAping the Human Essence: Simianization as
Dehumanizatio@ in Simianization Apes, Gender, Class, and RéRacism Analysisfearbook 6 -
2015/16)(eds.Wulf D. Hund, Charles W. Mills, Silvia SebastigniBerlin: Lit Verlag, 2016).
317 i

Ibid.
83ee alscOt t 0 SamtLa kA&nanfiani mal -immigrataretaphos ie S publié :  ant i
d i s c o uDissoarge andrsociety0(2), 1999, 19024,
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S0 naturally, | did éverything ‘
he toldime...- « andjitheyall wara'lu@tﬂré‘a! ITIE Wi

Fig.29.bavi d Gall ardo, Tr8nsito/Crossing (2013, 6 min 9
https://vimeopro.com/docnextnetwork/remappaurope/video/64718192

Following a more traditional documentary formeaterna/Inmate(2013, 7 min
35 sec) by Mpazuetaaproblematizés theVrastrigion of personal and
existential space, which migrant housekeepers often experience in host families. The
video is composed of short interviews with three women, who have left their home
countries and migrated to Spain inder to work as housekeepers. Leaving original
professional training and occupation behind, their choice has been justified by the need
to support financially their children and families back home. The poetic language of the
piece is evoked by long shots empty interior spaces, tidy living rooms, shipshape
cupboards, strictly ordered sets of glasseymbolizing anonymous domestic spaces,
which do not belong to the women who keep them in order. €ipseof photos of
someone el seds f aediparents with kidlsepictires andnsdugehirs n
from trips and holidays that other people have taken serve as substitute mementos for
the housekeepers to contemplate about their own children, families and friends far
away. The sensation of restricted pers@palce is enforced by internal camera views
towards the surroundings of rigid blocks of flats. The exterior landscapes of city traffic,
forests and playgrounds taken from the inside imply the need for desired freedom. A
panorama of the sky coincides wittetvoiceover disclosure of one of the housekeepers
who shares that any sense of private space is possible only outside of the contained
household settings, only in open air. The interviewees reveal the impossibility to enjoy
basic domestic ease such asxelg in a chair, moving freely in the flats they occupy,
staying behind doors closed while living with the persistent consciousness that what
resembles a home is actually their workplace. Their personal narratives outline the
sociaspatial limitations, with segregate private and public space. In this sense, the
home becomes a contested terrain where employers and domestic workers negotiate

social boundaries along the divides of class, nationality, ethnicity, as well as spatial
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hierarchies of occupying daestic settings**®Empirical studies on domestic labour in
Europe reveal ethnification and racialization of paid domestic work, as a legacy of
colonial relations and oppressitfl. The invisible status, which migrant and diaspora
household workers oftenexperie e i n t he host families, ren.
Ot h é4lsterma/lnmaté s conceptual and structural fra
Tabernads directing apprEkExtaojdras/Foreigndonenng t he
(2003), which represents a divieysof personal stories on displacement, senses of
belonging discrimination and immigration told by foreign women who live in Madrid.
With Extranjeras Helena Taberna establishes an immediate space of potential
transculturation between audiences and thendils protagoni sts by
undertoning her own presence as a mediator in the interviewing process. In a similar
manner, Interna/Inmate also omits articulation of questions, «wiee and iAframe
presence of the filmmaker, which symbolically empates the portrayed individuals
from being an object ajaze. Such filming approach expresses sensitivity towards the
subjectivity and the agency of the interviewees and highlights cultural difference,
instead of rendering cultural Otherness.

Inthisdire t i on, |l solina Ballesteros recogni z
alternativet o Gayatri Spivakdés prominent essay 0
critigue on subaltern collectivism and the role of Western intellectuals in substituting

and silencingsubaltern voice¥? As Ballesteros argues:

[Helena Taberna] carefully attends to the heterogeneity in the group of immigrants

she interviews, and she avoids reinforcing their subaltern position in Spanish society

by hiding her i nt elhleecdtiueagleds i Br e[séeln cEh ef r oiml mme
absence from the diegesis has to be read as an aesthetic as much as an ethical

statement?®

9peichi a Lan, fANegotiating Social Boundaries and Pri
Mi gr ant Do me s $ocia Prablem&tole50,9N06. 4 {November 2003525549.

320 5ee alsdBridget AndersonDoing the Dirty Work?: The Global Politics of Domestic Labdlwondon

and New York: Zed Books, 2000)

%21 Kimberly A. ChangL. H. M. Ling, Glébalization and its intimate other: Filipina domestic workers in

Ho ng K oGQemdér and Global Restructuring: Sightings, Sites and ResistépdesM. H. Marchaoh

and A. S. Runyan) (London and Neterk: Routledge, 2000), 387.

322 pccording to Spivak, granting collective speech to subalterns from the outside in order to ameliorate

their condition, results in two problems: a logocentric assumption of cultural siylidemong
heterogeneous peopl e; and dependence upon Western i
rather than allowing them to speak for themselves.

323 |solina Ballesterodmmigration Cinema in the New Euroffristol: Intellect, 2015y4-5.
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Similarly, Interna/lnmaté s et hi c al and aesthetic pers
to migrant domestic workers without reinforcirgpresentations of being dispossessed.

It delicately portrays the complexity of negotiating sespatial limits, living in
diaspora and on the shifting boundary between public and private space. The author of
the videoi Mar 2 a J e s Yiswa¥born e @hiteuwbereaggraduated Fine Arts and
later studied at International Center of Photography (New York, USA). Her professional
experience with video art is graspable in the overall aesthetic language of the piece.

In conclusion, it can be observed thatilethhe first two remixes produced at
Remapping Europanedia lab in Seville emphasize the creative employment of
sampling as &rans-codingartistic practice, the final video counts on representation and
personal narratives in order to provide a nuancgdide t i on of | mmi gr ant s

and standpoints.

full of photographs of the trips they
have made, the moments that have passed, That was my workplace
2

Fig.30.Mar 2 a J e s Yntenalnmatg2018e7Iman 35 sec)
https://vimeopro.com/docnextnetwork/remappauropévideo/68031167

5.2.2 Remapping Europe ateliérPoland

5.2.2.1 Poland history of migration

Pol andds history of mi gratiwtlitheendafthé i ned n
twentieth century, taking place both in large waves and contin@alyysmovements.

The shift of Polish borders westwards after the end of WWII caused mass displacement

and forced resettlement of almost eight million people of Polish, Ukrainian, Belarusian

and German origin. Ethnic deportation after 1945 was a tool plymargant to
constitute a homogenous n at Thepostwarisettingsn t he r
also provoked another large wave of migration when approximately three hundred
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thousandlews of Polish origin returned to Poland. In the following years,elievy
about twethirds of them moved to Israel and Palestine, Western Europe and overseas.
Since the 1950s, the majority of Polish emigrants to the Federal Republic of
Germany werdussiedler(ethnic Germans from Eastern Europe and the former Soviet
states). In 1968 another large wave of outflow migration started, when up to tiveaty
thousand Polish Jews | eft the country. I n
Sol i d Movanwefti(the Solidarity Movement, which fostered the democratisation
of the country) and the establishment of martial law another two hundred and fifty
thousand Polish citizens emigrated abroad. Since the collapse of the Communist Bloc in
1989 the nature of Polish migration can be defined gk Poland is still regarded as
a emigrant country, however its strategic position between Eastern and Western Europe
inevitably makes Poland a transit country for migrants. Poland is a host country
especially for immigration from its neighbouring countriesUkraine, Belarus and
Russiai due its relative rapid economic growth in comparison with other- post
communi st European ¢%buntries after the 1990
When joining the European Union in 2004, Poligizens were allowed to work
legally in three EU member statedJnited Kingdom, Ireland and Sweden, who opened
their labour markets from the start without implementing transition periods. This
resulted in mass migration, especially to the Ukhainly dueto high unemployment
rates in Poland around 2004. After 2006, when the reduction of unemployment has
started, the main incentive for emigration to UK became the higher standard of living.
According to the Main Statistical Office in Poland, migration owigpeaked in 2007
when almost 2.3 millions Poles lived abroad, particularly in Western Europe (Germany
and UK)3?® In historical perspective, this wave of economic emigration has been the
largest since Polish emigration to the United States in the end pindteenth century
when 1.5 million Poles moved to the US and a later wave in the beginning of the
twentieth century, amounting to 3.5 million Polish immigrants in the l$an be
observed that posinlargement migrations are continuation of-exesting networks

and earlier flows of irregular workers. Migrants with double Peigtman citizenship,

5 Count riyP qlr arrdaisdignation (online)http://focus
migration.hwwi.de/Poland.2810.0.htmI?&1L =1

3% Main Statistical Office/nformacja o rozmiarach i kierunkach emigjia Polskiw latach 20042012.
October 2013, (online)http://stat.gov.pl/cps/rde/xbcr/gus/L_Szacunek _emigracji_z_Polski_lata- 2004
2012_XI_2012.pdf

153


http://focus-migration.hwwi.de/Poland.2810.0.html?&L=1
http://focus-migration.hwwi.de/Poland.2810.0.html?&L=1
http://stat.gov.pl/cps/rde/xbcr/gus/L_Szacunek_emigracji_z_Polski_lata_2004-2012_XI_2012.pdf
http://stat.gov.pl/cps/rde/xbcr/gus/L_Szacunek_emigracji_z_Polski_lata_2004-2012_XI_2012.pdf

Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

for instance, use their passport to work in Germany and the Netheffardsording

to UKG6s Office for National S hoaidand pdoplec s, a's
born in Poland reside in the UK. There is also a wider range of British Poles population,
including descendents of more than two hundred thousand immigrants who settled in

the UK after WWII. Thus, Poles are the secdadjest oversedsorn @mmunity of

immigrants in the UK after residents born in IndiaThe Polish language has become

the second most spoken language in England and the third most spoken language, after
English and Welsh, in the UK.

5.2.2.2 Poland mainstream media discoursan migration

Immigration, diversity and intercultural understanding are challenging topics for public

discussion in a nationally homogeneous country as Poland. Simultaneously, the number

of immigrants gradually grows. Thus, mainstream media in Polansuilly involved

in constructing a selective and simplified representation of immigrants in the country.

Moreover, fragmented media reporting and misbalance of representation of

international, natiodaand local events generates mnage of immigrants builon

extremes. According to Dorota Borodaj and I

either invisible or mot¥ewytheonechand immigrant f ul , |

stories in the news are short lived despite the efforts of grassroots orgasizai

community activists to raise awareness and bring visible change. On the other hand,

mass media circulates fithe friendly 1 mages

tend to be colourful and exostiamger. % t 6s much
The lack of nuanced media representations of migrants, as well as the missing

mul tiplicity of perspectives and migrants?©o

antrimmigrant sentiments. According to the Main Statistical Office in Poland,HPolis

like Roma people the least (also Romanians, who are popularly considered the same).

3 pAgnieszkaWe i nar , AEmi grati on fr om P o Migratidn, Gitmenship,e Hi st or i
Education.(Online)

http://migrationeducation.de/25ttmI?&rid=20&cHash=8d83ad503e621157d24ff01e7e3289cb

327 Office for National Statistics?opulation of the United Kingdom by Country of Birth and Nationality

2015xIs table) (online)
https://www.ons.gov.uk/peoplepopulationandcommunity/populationandmigration/internationalmigration/
datasets/populationoftheunitedkingdombycountryofhinttnationality

Dorota Borodaj and David SRenixingeEwrspdAmsterdam:rDod oduct i o
Next Network, 2014), 139.

329 hid.
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Jews, Arabs, the Vietnamese and Chechens are also among the most disliked groups.
Polish people are in favour of Czechs, Slovaks, Spaniards and lItalians at tH&” most.
The highest percentage of economic migrants comes from Ukraine (both working with
legal permits or on the black market). The relationship between both countries is
complex i according to statistics Ukrainian people are also among the ones least
favouredinPband. At the same time, during the U]
Pol i sh peopl e expressed strong support f o
resonated wi t h-Cdnmunstnogpdsstiondifteen years tbeforehand. A
large range of Ukrainrafemale migrants are employed as domestic workers, known in
Poland and particularly in War $awocialnder t
phenomenon, which has stirred a media scandal in 2012.

After a football match, won by Ukraine versus Sweden duEaro 2012, Polish
radio presenters expressed disappointment from the lost game by sharing discriminative
jokes about Ukrainian domestic workers. On their popular morning radio show, the
presenters chitchatted about firing and raping their cteane |l fire mywJkrainian!
(é) dondt even know what mine |l oolSInIike, &
response to the media controversy that followed both radio presenters argued that their
jokes should be understood as a Monty Pythonesque satirev&hthas raised a clash
of confronting public opinions, defending or criticizing the radio shiowsome
reminding that a year earlier one of the same radio hosts had called an Indian official a
Ani gger o an d?Thus, ihe insidenh has triggered intense debate on
I mmi grantodos perceptions in Poland and a ¢
intellectuals and the public.

For instance, in 2013 the Ukrainian journalist Kateryna Panova worked
undercover as a Polish domestic cleaner. During ranath she regularly received
owor k6 messages requesting romantic invol ve
published under the title Cleaned for Polish Masters Polish NewsweelHer story
revealed the thin line between sex and domestic labgugnaexpression of Polish

attitudes towards migrants coming from East Eurpe.

%30 |hid. 138.

%31 |bid.,137.

¥Mi chal Bilewicz fAPolish People spe@jkeeRemiaing t he Str
Europe(Amsterdam: Doc Next Network, 2014), 140

%3 pid. 131
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On the occasion of the same radio incident, Michal Bilewicz discusses
discriminative jokes as a form of hate speech. According to him, humour becomes the

only channelto discussi f fi cult topics as i mmigrants?©o

shar es, ithe reluctance to utter the word

open di al og d* Simiarly, Folisi eatianalsdofeel uncomfortable while

speaking @abpethmlioét| avaknt i ng t o offend anyone

subject or at least not to pay attention to the skin colour of these people so often
di scri minated agai nst?®® @hosi nedativen stérdotgpese ate |

suppressed, but not overene . In reference to Michael

discourse, Bilewicz supports the position that racist humour function as a platform to
express in a sodig acceptable manner messagekich are politically incorrect.
Similarly, Bilewicz recognize racist jokes and laughter in Polish media as an effective
tool of exclusion and discrimination of migrants and minority groups.

The odlined media context in Polardghlights the role of discursive practices
in the (re)production of intolerance towargsgrants. The upcoming analysis on the
creative output from th&emapping Europateliers in Polandvill study whether the
created media remixes deconstruct Polish mainstream media discourses. It will be also

questioned whether humour could play a subvenle.

5.2.2.3 Poland Remapping Europe media remixes

The Remapping Europeemix ateliers in Poland were organized at two locations
Warsaw and in Lublin. The workshops in Warsaw took place in January and February
2013 involving seven young viglartists with migrant backgrounds. For the majority
of them, the concept of migration was understood in terms of a free and conscious
choice. Their personal experiences involve travel, searching for roots or better education
and interpersonal relationgis with partners and friends. Thus, the seven participants in
Warsaw created personal reflections treating family stories and migration as a choice.
To the multiplicity of perspectives presented by the Polish case contributed the
remix atelier in the PahUkrainian borderland city of Lublin. The city hosts refugee
camps for people from Chechnya and other neighbouring countries and is a home for a

¥Mi chal Bilewicz fAPolish People speak aRemixing the
Europe(Amsterdam: Doc Next Network, 2014), 140.
335 |}

Ibid.
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number of foreign students. Thus, the created remixed works in Lublin explore popular
perceptions and the irga of eastern neighbours and immigrants in Poland. The young
people who participated as medigkers in the initiative were residents and students of
border villages and their specific interest focused on local specificities and Polish
eastern neighbourhdo Participants made use of existing imagery of Ukrainians in
order to encode new meanings and new remix videos. The atelier was released in
collaboration with the NGO Homo Fab&P.

Nigdzie/Nowhere(2013, 6 min 6 sec) by David Sypniewski is a personal

reflect i on on the authoroés shifting identity
two countriess Pol and, where Davidodés paftwherelse ori gi n
was himself born. This video i mpression tel

a film director and a politically engaged singer, who immigrated together with her
husband to France because of the political
search for roots and simultaneous belonging to two countries, which defines his
transcul ur al identity. | n t his sense, Kwa me
cosmopolitanism as the state of being fAroot
surfaces as a relevant conceptual framework for interpreting this video I[d@ebere

samples phibogr aphi c i mages from David Sypni ews
performances of his mothér Natasza Czarminska (192004) and family pictures

with her) with video recorded interviews on TV where Natasza reflects on her
experience as an immigrant. Hert@hiographical narrative is communicated in Polish

language, while the #rame composition is completed with a text layer in English,

which synthesizes Nataszabds vVviewpoint: Al m
start to have a vioghiti Yowhave i fordife. ®Waem §ou stattbeng h a
an i mmigrant, you *tEwmsnbavid Sypniewski llewsntie it . 0

common practice of texttased (video) art to use written language as a medium for the
expression of personal and biographicatines. With this regard, can be mentioned the
work of the French conceptual artist and photographer Sophie Calle. Thematically Calle
deals with identity, intimacy, human vulnerability and femunébrmed concerns, and

within her artistic treatments sheften mixes image with text. For instance, the

3% gSee also DorotaBorodaj, Remapping Europe. Films and Performanc@&uropean Cultural
Foundation, 2014), 25.
337 Natasza Czarminska in David Sypniewskigdzie/Nowher¢2013, DVD 6 min 6 sec), 00 min 55 sec.

157



Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

photographs from her wekinown seriesTake care of yourse(2007)°° represent the
artistbés face and body covered with project
Calle received from her exartner. Ina comparable manner, David Sypniewski

constructs the intimate aura bigdzie/Nowherdoy overlaying text (the words of his

belated mother), both as a graphic and a conceptual element. The aesthetic language of

his video mixes recurring footage of contemrgg dance performed by a young woman

on the background of projected images and portraits of his mother together with split
screen compositions of abstracted urban speé
fragmented identity. The video also-approprates fragments from communist

propaganda films anéllice in WonderlandNorman Z. McLeod, 1933) as an allusion of

his parentsd political i mmi gration to Franc
private archival material (such as family photosjhwiound footage (the propaganda

reels) restates th#te personal is politicdf°. The emotional fabric of the work evokes

perceptions of absence, personal loss and ambiguity of belonging, which has been
artistically conveyed by the 1eontextualization andampling of personal, media and

film archives. The videods overall structu
realities also entails the fragmented natur

Sypniewski is a practicing community artist lvéin educational background in cultural

animation and intercultural dialogue from both Poland and France.

IMMIGRATION IS LIKE
MOTHERHOOD

&, Y0U HAVE
HAVINGIT  ITFORLIFE

Fig. 31.David SypniewskiNigdzie/Nowheré2013, 6 min 6 sec)
https://vimeopro.com/docnextnetwork/remappewyope/video/74260474

338 Take care of yourse{2007) is named after the last lineaobreakup letter Calle received from her ex.

As a way of taking care of herself, Calle transformed this experience into an art project by asking 107
women to readie-interpret, perform, renact and understand the letter for her.

339 The phraséPersonal is Politicalstands for the connections between personal experience and larger
social and political structuredt is popularized as a rallying slogdry secondwave feminismand
feministartists n t he 196006s and thel97006s.
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Dow-d/ P20Db3, 6 min 4 s e-dgsilewska isAanotherj a Pl a
work produced at the Warsaw media atelier, which makes an extensive use of sampling
content from diverseisual archivesProofalso employs collage and eoitits animation
technique in order to tell the family story of Alicja and her Macedonian husband Boyan.

The video is built as a satirical-emactment of the immigration office exam, which both
spousesth t o pass in order to prove that Boyart
Pol and. ADoes your husband take swugar i n
toothbrush? Which side of*adrehamonytbedquedtiorss your
which test and q@ve crossborder love. With a humorous touch this remix tells Boyan

and Alicjabs struggle of facing red tape, |
queuing in immigration offices and being part of the machinery of obtaining a residence

permit, whch in a Foucaldian manner exercises policing and control on their private

family life. The cutout episodes juxtapose images of passports, stamps and immigration

forms, which signify (border) control with hamdtouched photos of Boyan and Alicja

that reemble retro postards and entail happy living together.

OAl i cj a PvasdevshaDwmwa d / (P03 ®rhin 4 sec), 2 min 51 sec.
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Fig.32.A1 i cj a P/asilevskaDwmnwva d / (RO13) &rhin 4 sec)
https://vimeopo.com/docnextnetwork/remappheyrope/video/76207991

IndirectlyD o w - d / rRiterates fthaesthetic language of eatits stop motion

graphics, established by the early generation of the Polish School of Animation and its

pioneer of the cubuts techi que Jan Lenica. L e lbabyonthd6 s mo st

(1963) can be interpreted as a political allegory and a metaphorical critique of Polish
totalitarian society behind the Iron Curtain. The mythological references are
recognizable, not only in thelgt but also in the image of the protagofiist man with

wings, or a modern Icarus, who arrives in a beautiful Art Nouveau metropolis. Soon
after, however, the impressive facades of the city reveal a labyrinth of violence, deceit,

annihilation and survddnce. Zero manifestation of freedom is guaranteed by the

controlling gaze of a big eye (tol9g)voke
The antiutopian cityscape is completed with the picture of its main monuinent
kil ling mac h-outsaesthdties recycles Ars Nouveatl imagery and fantasy
motives from Georges Meliesd fil ms, as

Surrealist collages. Thus, he employs the intertextual and intermedial potential of
sampling repertoires in ordey assemble his own social and political satire.

Drawing a direct analogy between the artistic dimensions of one of the
masterpieces of Polish animatidmgbyrinth,a nd ag @&nesrceat edd medi a
asDo w- d/ iBunoegdssary. Still, the logics employing remix as a critical and
creative praxis of symbolic resistance remains the same. The author of the remix
Dow- d/ Rlricoojf a P/asdlevska wanksaas a career counsellor and is actively

involved in artistic projects and social issues aativis
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Fig. 34.Max Ernst,Untitled (collage, paper, 1920Above the ®uds (collage, paper, 1920Rleiades
(collage, paper, 192®tp://www.wikiart.org/en/masernst/

Media recontextualization and the theme of border control reaches further
treatment withm the work of Magdalena KuzakBC PRZEMYTNI KA/ A Smug
ABC (2013, 9 min 56 sec). Her video eloquently emulates the visual grammar of
popular YouTube tutorials on fashion, make cooking, language training and so on.

In front of her webcam, howeveres offers a tutorial on how to smuggle alcohol and
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cigarettes across the Ukraini®olish border. Magdalena comes from a village close to
the border where the myth of smuggling has always been a part of reality and a topic for
anecdotes. Since smugglerssant creative ways in order to escape border control,
Magdal ena offers a grotesque solution on t
underwear and clothes. Her instructional video includes typical for the YouTube tutorial
format interactive pojup windows with key points and comments. Moreover,
Magdalena enthusiastically encourages viewers to visit her website, where more
smuggling tricks can be found. By recycling the genre of-geaerated tutorials her
spoof trans-codes media mechanisms and coggently deconstructs mass media
stereotypes of illegal transfer of goods and irregular immigration. Magdalena Kuzar is a
graduate in journalism and communication from Lublin and an organiser of the
international photography conté&atr w Obiektywie

In this context, | would argue that the subversive role of humour operates via
trans-codingof semantic structures. Moreover, subversive humour itself functions as a
trans-coding modality and communication mechanism, which destabilizes dominant
discourses. AMikhail Bakhtin has written, carnival and tbarnivalesquellow for the
mixture of opposing categories and hierarchies (such as king/beggar, fact/fantasy,
heaven/hell), which results in resistance to authority, and potential transformation.
Mi ngl imgc @6lhti gr e 6  wi-privilegets Ihegjempnic osdicagdh ®hus,das

Peter Stallybrass and Allan White have noticed in relation to carnival and grotesque

real i sm, Nnalready i n Bakht i tmansdodingsraed i s t h
displacementsffected between the high/low image of the physical body and other

soci al C*#oFmaitnhse.romor e, by drawing upon Jac
representation, Al enka Zupanl] il suggests e

Osubversived humo u ffhercémplex daglrse fwoukl émplythat s i o n
6conservatived humour repeats and coincide
the O6dsubversive edged begins with fAthe mo
essence all lose their immedidteand thus abstict self-identity or coincidence with

t h e ms &4 Ivars bedfurther suggested that in both casesc onser vati ved

0 s u b v & rthe icomecoqualities of humour in terms of laughter mechanisms, as

%41 Mikhail Bakhtin. Rabelais and his world1941) (Bloomington: Indiana University Press, 1984).
342 peter Stallybrass and Allan Whit&@he Politics and Poetics of Transgressidithaca: Cornell
University Press, 1986), 9.

Al enka ZhepOaldhQneé lh: On Comed@ambridge: MIT Press, 2008), 34.
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studied by Henri Bergsdff, are independent from anyahsgressive or subversive
function. For Il nstance, icdt miMieryg af a reguhaa 6 s
tutorial, it could still have comic and amusing features. However, it would coincide and
reaffirm its selfrepresentation. If she had chosen teate a sketch featuring herself
while crossing the Polisbkrainian border and smuggling goods in a ridiculous outfit,
the result would have been equally comic and entertaining. Still, the sketch would have
only repeated the selflentity of the same semtmstructure that it tries to mock. Thus,
both of the given examples would have
affirmative humour. In opposition, the subversive edge of her vid&C
PRZEMYTNI KA/ A Semerges hotfrod sepedtiBgCbubrh changing the

60 code 6, tramscodirigthe iitegal practice of smuggling into a trivial activity,
which she can undoubtedly preach online. The clandestine status of traffickisugsis
codedinto the exhibitionistic/voyeuristic character of soawdia, such as YouTube.
Therefore, the sampling of two mutually exclusive semantic structures into a

carnivalesqudusion plays a transgressive and a subversive role.

www.przemyt.buziaczek.pl

iy 3 ©n my website you can find
o~ ‘other smuggling tricks.

¢ Jui wnastepnym

»

Fig. 35.MagdalenaKuzahBC PRZEMY TNI KA/ A(2BE 3 0 mig36eec)ps: ABC
https://vimeopro.com/docnextnetwork/remappewyope/video/74273860

%4 Henri Bergson,Laughter: An Essay on the Meaning of the Co1i800) (trans. Fred Rothwell)
(Mineoloa Dover Publications, 2005).

163

ol


https://vimeopro.com/docnextnetwork/remapping-europe/video/74273860

Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

5.2.3 Remapping Europe ateliérTurkey

5.2.3.1 Turkeyi history of migration

Turkey has beetargely considered a country of emigration throughout much of the

twentieth century, excluding the inflow of Turkish Muslim populations of the Ottoman

Empire who were left out of the borders of the newly established Turkish Republic in

1923. In the begining of the twentieth century were initiated outflows of fMuaslim

populations from Anatolia within a natidsuilding process. This phenomenon

continued wuntil 19606s and 197006s 1in the

nationals towards Western Europ@d particularly Germany. Largeale Turkish

labour emigration began with a pact, which the Turkish and West German governments

signed in 1961. The agreement coincided with an economic boom in West Germany and

the increasing number of Turkish internal maigts from rural areas to major urban

centres. According to the pact, unskilled migrants, knowrgastarbeiters(guest

workers) would contribute to German economy with temporary labour while reaching

decrease of Tur keyds un e nielgwest werkets woull t was

return to Turkey after acquiring new skills in order to reorient Turkish economy from

rural agriculture towards industry. Similar agreements were signed also with other

European countries, such as Austria, Belgium, Holland, Freaamue, Sweden. This

emigration flow continued until recently via a family reunification scheme and asylum

application track. It often involved emigration of skilled labourers too. The oil crisis of

1973 and the economic recession in Western Europe thatwéalloended the

recruitment of labour from Turkey. Simultaneously, the economic boom in the Middle

East allowed Turkish workers to emigrate to Libya, Saudi Arabia, and**fraq.

Nowadays, there are up to 6 million people of Turkish origin living in Germany,

repesentingthecaut r yés | argest ethnic minority.
Another wave of emigration comprised of asylum seekers heading to Western

Europe, which has emerged since the-tnil 8 0 6 s . Turkeyods | arge K

accounting for twenty percent of the total populatibas been seeking protection from

Turkish military's intervention in civilian politics in 1980. The conflict includes the

right to use the Kurdish language as well as demands for the establishment of a separate

Kurdish state. According to government iiits, the violence surrounding the Kurdish

#°See also NetzwerMli gr ati on in Europa e.V. ATurkey: A Transi
in Migration, Citizenship, Educatiofonline) http://migrationeducation.de/27.0.html
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problem in Turkey and the efforts to suegs the separatist movement hégtto the
displacement of approximately three hundred and thirty thousand people. According to
the Turkish Human Rights Association, wever, the number of people displaced
internally accounts for more than 2.5 million, the majority of whom have been Kurds.
The United Nations High Commissioner for Refugees (UNHCR) statistics indicates that
during the course of teth and forey IHowsand TBuikigho s t t h
citizens applied for asylum across Eurdffe.

In the last quarter of the twentieth century Turkey experienced a significant
transformation and it has changed its role in international migration regimes. Since the
end ofthecenury Turkeyo6s migration pfux.fTeerns hav
heavy political context, defined by a number of events with international significance
and outreach, such as the oil crisis in 1973, the Iranian Revolution, thieagawar,
the dissoltion of the Yugoslavia have affected migratory amd outflows. Overall, in
the period between 1923 and 1997 Turkey received more than 1.6 million peaple
significant number of whom coming from the Balkans. During the Cold War, thousands
of asylum seefrs from the Soviet Union and the Communist states in Eastern Europe
migrated to Turkey. Recognized as refugees some were resettled to third countries such
as US and Canada by the UNHCR. Another major wave of immigration occurred when
more than three huneld thousand Turks and Pomaks (Bulgaspeaking Muslims)
were expelled from Bulgaria in 1989 after refusing to change their names to Slavic ones
within an assimilation campaign launched by the Communist regime. After the end of
the Cold War and the collap of the communist regimes in Eastern Europe, one third of
these refugees returned to Bulgaria. The rest acquired Turkish citizéHsBipce the
second half of the 199006s Turkey has al so
European Union foirregular migration for Middle East countries, such as Syria, Iraq,
Iran, as well as Afghanistan and Pakistan. It became also a destination country for
regular and irregular migrants from the former Soviet Bloc.

After traditionally being known as a couptof emigration, nowadays Turkey is
facing challenges related to its immigration and asylum policies. The established
immigration policy has been determined by a nabailding process and efforts to
sustain a homogenous n adnitoganahe EuropeamUunion vy . Tu

¥ pid.
¥ o see al so fiCountfuoyk ey OFmdus hMigration (online) http://focus
migration.hwwi.de/TurkeyUpdate04-20.6026.0.htmI?&L=1
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and the associated political liberalization is however related to the adoption of policies

t hat recognize Turkeyds ethnic and cultura
geographic |l ocation andr giUdg Recommpndé& aowlau
Turkey has become a country of first asylum during the ongoing refugee crisis. The

refugee crisis has triggered a new phase in thelT&ley relationship, embodied in

EU-Turkey Joint Action Plan dating from 2015 aimed at pregion of irregular

migration to the EU and distribution of humanitarian assistance in $¥tiabrief, the

agreement allows Greece to return to Turkey new irregular migrants, who travel across

the Aegean to the Greek islands. In exchange, EU membesy willitfoster resettlement

for Syrian refugees living in Turkey, liberalize visa regimes for Turkish citizens and

i ncrease financi al support for Turkeyds r
implementation of the EXTurkey deal has stirred a rangeauitical perspectives, also

chall enging EUGs ethics of hospitality.

5.2.3.2 Turkeyi mainstream media discourse on migration

Media landscape in Turkey can be defined by several problematic charactéristics
concentrated media ownership (seventy paraevned by few crosmedia groups),
nationalist rhetoric and censorship and pressure on freedom of speech (serving political
elites, the military, the government)all of which affect public discourse and media
representation of migrants in Turkey. Oftde news coverage of mainstream media
depends on corporate interests, thus migrants, minorities and the wddgsg
segments of the society are rather misrepresented. In this context, attempts for
independent journalistic practices and alternative sgmtations are rather regarded as
dangerous endeavou¥S. Despite some attempts and progress for democratization of
media output, the structural factors, such as monopolised media landscape and the
instrumentalization of mainstream media by the state, momtito dominate the
produced discourses.

The main focus of mainstream media regarding migration has often been to

project the need for urbanizing the migrant population of Istanbul. Thus, internal

348 European Commissiorkirst Report on the progress made in the implementation of th&uEkey
StatemerfApril  2016) (online) http://ec.europa.eu/dgsmeaffairs/whatwe-do/policies/european
agendamigration/proposaimplementatiorpackage/docs/20160420/report_implementation_eu
turkey_agreement_nr_01_en.pdf

 Ruken Bvediaélandscapes T ur k e yEaropdam Journalism Centr¢EJC) (online),
http://ejc.net/media_landscapes/turkey
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migration has become institutionalised. For instance,résedents of the meant for
renewal neighbourhood Talabasi is composed of migrants from different parts of
Anatolia, including Kurdish and Roma people. Correspondingly, (im)migrants
representation reproduces segregation and follows specific noldels h wenconsider

the classhased references to migrants in popular TV series or tabloid news reports, it is

clear that hostility?3®

aewdrn dg i miSgrmaerytysa Sttnidle
According to him, it was the Taksim Gezi Park protests, whictredf a different vision

of the society and correspondingly the migrant communities. The uprisings started with

outrage against the transformation of the natural park Gezi into a shopping mall, within

a development plan on urban renewal of Istanbul. Sulkséguthe protests and strikes

expanded across Turkey into a larger coumi@rv e me nt against govVv
suppression of freedom of press and encroac
resistance also reveal ed t hpditicahcéassrwere r eam m
unaware of the existence of alternative culture of individuals, who came together to
communicate in networks via a diversity of channels (especially social media).
Similarly, Sirri S¢reyya ¥nd dtes have ignoreds | ma s ¢
the Kurdish population and the crimes comr
profound connection between the people who initiated Gezi and migrants living in the

renewal areas of Istanbul:

The sense of togetherness was made poskiplthe fact that the migrants, who
formed a class alliance with intellectuals, moved their own struggle to anew area.
Rather than a representational relationship, the relationship between Gezi and the
migrants is, therefore, a relationship of direct pgréiton and one that is also
reciprocal. In fact, it is precisely for this reason that the renewal areas are seen as
dangerous. The alliance of the Gezi mset and that of the migrants is essentially

the vision of which urban renewal is afrdrd.

While the Gezi resistance has been compared to the Occupy movement, Turkish
mainstream TV stations, including MNSEAfiliated NTV and CNN Turk downplayed

the protest, especially at its early stage
million people joiné and participated within almost five thousand demonstrations

across Turkey, while eight thousand of them were injured and five people were killed.

Still, t he mai nstream medi ads reaction wa
¥sirri S¢reyya ¥nder, fAOccupying Cities, Liberatin
Next Network, 2014), 121.

*lbid. 121-2.
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proverbial that at the nigltf t he protestods peak, CNN Tur Kk
on penguins instead. Eventually, the major news channels started to mediate the events,

while an online petition asked for CNN International to withdraw its heading from the

Turkish franchise. Theenguin image became the emblem of criticism on mainstream

media and related caricatures. Some of the critical expressions included a comic
magazineds cover representing penguins wesé
upcoming discussion will study th@otential of creative expressions to encode novel

meanings and subvert mass media discourses.

5.2.3.3 Turkeyi Remapping Europe media remixes

The media atelier in Istanbul involved sixteen young media creators with migrant
backgrounds. It took place March and April 2013 composed of three parts and the
central topics treated by the created remixes were internal migration and urban
transformation. The first group of meetings was devoted to lectures and debates on
(digital) storytelling and remix. It atsincluded talks by academics and artists on
intellectual property rights and free culture. The programme also offered sessions on the
technical aspects of video and meriaking. In addition, theRemapping Europe
programme incorporated a public seminatthvacademics and media professionals who
discussed perceptions of migration in the media and possible alternative perspectives.
The second part of the atelier was meant for research conducted by each participant and
collection of materials from differentréhives. At that stage, the project integrated
meetings between medmakers from all participating hub countries in order to open a
space for exchange of ideas and experience among them. The final part of the
workshops allowed for completion of the indlual remix projects and presentation of

the results durinocumentarisandWhich Human RightsRestivalin Istanbul*>?

%2 See also Gokce Su YogurtcuogRemapping Europe. Films and Performan¢Esropean Cultural
Foundation, 2014), 65.
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WAL miss fegling'calm
at1"miss more SiS€8ING you.
o1:53 ‘-

Fig. 36.Ayse Aybuke SamasMobile Inner Peace/Mobil Ic Huz§2013, 5 min 33 sec)
https://vimeopro.com/docnextnetwork/remappaurope/video/68856140

Mobile Inner Peace/Mobil Ic Huzy2013, 5 min 33 sec) is a remix directed by
Ayse Aybuke Samast, who works as an architect in Istanbul ancerested in urban
studies. Her video reflects on possible feelings of peace and belonging when shifting
places and migrating to urban life. It juxtaposes cityscapes of hectic traffic, rushing
groups of pedestrians and urban chaos with the intimate peadeahitsl of private
domestic spaces. The realization of this short movie counts on remixed amateur videos
recorded and submitted to an online platform by people willing to participate in this
media remix project. Closeps of cups of tea, cooking utensilsdafood, plants on
oneds bal cony, reminiscsanges a family relatiens, appear as the only
sanctuary from busy urban life. The compilation of moving images is accompanied by
the soundtrack of telephone conversations between friends atideelavhich function
as an imaginary connection between distant (urban) places. The video is an indirect
reflection on Ayse Aybuke SabatweehRBusa(peer sonal

birthplace in the Marmara region of Turkey), Cardiff (Wales) mehehe was raised,

Turkeybs capital Ankar a, where she studied
wor ks. I n this sense, according to her, (-
mi grant, since the me®¥Moreoger thefemip mamitests i s ¢ h
Turkeybés internal mi gration as one of the |

count r y-écenomg ostructorei once a country with 80% rural residents,
nowadays 75% of Turkeyds popul atableprapidl i ves i

and unplanned urbanization has generated new-gsgoitomic classes and culturgs.

%3 Ayse Aybuke SamasRemapping Europe. Films and Performan¢Esropean Cultural Foundation,

2014), 67.

¥"See also Nese Erdil ek, f Ramking&yropa(Anidsterdamt Boc Ne&tl Mi gr a't
Network, 2014), 124.
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Mobile Inner Peacean berelated and thematically positioned within an emerging wave

of creative initiatives and artistic expressions, which critically rgimétrthe socio

political aspects of urban transformation across Turkey. With this regard, it should be
specifically mentioned the documentdfyk ¢ menopol i s: C(kOtlly byWi t hou't
Imre Azem, who draws a striking critique on the 4tiberal urbanizatn of Istanbul.

His film reconstructs I|Istanbul déds cityscape
with historians, architects, planners, investors,-ditellers and community leaders,

who describe the rapid urban change marked by concentration pitalcand

displacement of poor and workiogl ass peopl e. |l mre Azemds | &
Agoraphobia(2013) andNon-Space: The Collapse of the City as a Commd@iyi5)

delve into the same problems.

Fig. 37. Imre AzemE k ¢ menop ol i $Limit€g20i1ly Wit hou
http://www.ekumenopolis.net/#/en_US/watch

In a similar direction, Melis Coker (also a graduate in Architecture) unpacks the
background story behind the urban regeneration offther | adighbourhood in the
Beyojlu district in I stanbul . Today, 278 h
video interrogates at what cost this process of urban renewal takesHdac®o You
KnowTar | abaki/ Tar | ab(2k3e5mn 21 $¢@ posds quBstidnsons i ni z
gentrification, displacement, forced migration, loss of authenticity and cultural memory.

The video retells the history of the neightl
nonMuslims minorities due to economiciraumstances. Through remixing and
constructing a mosaic from archival footage and photographs, the work discusses the
harmonious cultural ce@xistence of Armenian, Greek and Jewish minorities and depicts

Tar |l abacki as a transcul tur al ur ban space b
contract with this romanticized picture of the past, the short closes with a 3Dledodel

version of contemporary residential buildings, meant to replace the old facades of
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Tar |l abacxi as a part of an wupcoming plan on
problematizes forced displacement agentrification process that the local migrant
communities inevitably suffer from due to profitable economic activities and
concentration of wealth among the rich segments of the society. In this sense, it also
reflects on the widening gap between elite groups and marginalised populations, which
SaskiaSassen has recognized as one of the symptoms of the gloB&licaydefinition

which contemporary Istanbul complies with.

Melis Cokerdés remix i s areactiomatepficalal answ
promotional video for the Tarl abacki Renewal
The promotional clip opens wit banddemict abaki 0SS

spaces. No residents or members of the local communities are portrayed.

Correspondingl vy, a voiceover enforces the
Tarl abaki ? Is it | onely, abandoned and i sol
devoid of ay f uture? Whoever sees Tarl abaxki as

wr o i’ Theé twist comes with 3D architectural rendering model, representing a

sterile brand new version of the neighbourhood with polished buildings and empty,

absent of human presencéean streets. The voiceover, however, advocates that

Tar |l abacxi Renewal Project réefidmpsscdleat gonl y
humanoriented change is transforming the present and the future of the people of
Tarl abaxki . D e s pegance,tlossoturns tnto gamsand anxiety turad into
trust i n the® Gokce §h¥ogurtcudylo from. MDDE Istanbul argues

that this advertisement (and media campaign) is a misrepresentation of the diverse
migrant communities living ifmT a r | a Wd atker neighbourhoods destined to urban

renewal (such as Sulukul& ¢, - ¢ k b a kGkeal | skuPyyuy, , Ayazma and man
general, the people who inhabit the transformation areas across Istanbul are
marginalised and live in poverty without social security.e Tireighbourhoods are

| abell ed as probl ematic and | awl ess, t hus
dehumanised; and are therefore slated to be cleanédaupd c | eane d® of hum
Simultaneously, mainstream media depicts migrants as criminals by temeigis

covering crimerelated stories in the corresponding areas, which is the only visibility

3% See also Saskia Sass@he Global City: New York, London, Tok§Rrinceton: Princeton University
Press, 1991).

%Gokce Su Yogurt cuog!l BemixifiglEorope(anbterdami oo Nekt ®Woykd i n
2014), 106.

*7Tbid., 107.

%% bid. 105.
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that migrants receive within society. Thus, mass media discourses legitimize
gentrification processes and alienate migrants who live in the contested locadmons f
the rest of the sociefy’ Moreover, Nese Erdilek from Istanbul Bilgi University
Migration Research Centre (CM®c onsi ders that Tarl abacki Re
assessed and designed as fia project-without
cdled regeneration projects, involving solely physical renewal, are impersonal projects,
lacking any social content. People are alienated from society by illegality, illegitimacy,
marginality, and ethnic identity, prejudices that are mainly shaped by the ré&. o

In this contextMe |l i s Coker ds remix confronts the
outlook of Tar | abaxi , which the wurban (Cekerewal pr
represents the neighbourhood as a transcultural space of interpersonal and social
interactioni conveyed by archival footage and photographs of collective activities, such
as singing and salon dancing. The nostalgiarntoT ar | abaki 6 s hi story o
co-existence between Armenian, Greek and Jewish communities triggers the socio
spd i al i magination of the viewers. Thus, wi
as areal-andimagined® space of crossultural understanding. By {ieagining the
neighbourhood as an idealised space of transcultural existence, Melis Coker expresses
hersymbolic protest and resistance towards the actual state of the place.

|l stanbul 6s urban regeneration has been
the lyrics of the young hipop groupTahribadé  K/Pestauction Following Revalt
Their music has lm®me particularly topical and evocative during the protests at
|l stanbul 6s Taksim Square against the repla
and high end residences in June 20L&8hribadeé K s soagWodrslerland(2013)
expresses anger, frustrationdathe rebellion of the rappers to the renewal of their
neighbourhood Sulukule, which has been historically occupied by internal migrants
and Roma communities. Several months before the Gezi events, in February 2013 the
contemporary Turkish artist HaliAltindere (who works with video, sculpture,
photography, installation and performance) created a video art piece featuring

Tahribadeé K s sorglvénslerland In 2015 the video was acquisitioned by MoMA

%9 Gokce Su Yogurtcuoglu implies the legitimizationggtrification processes in Istanbul by referring

to I mre Azembs critique in the case of Ayazma nei ghl
%0 Nese Erdilek ighe director of Bilgi Uriversity CMR, which is the first migration research centre in

Turkey to conduct largscale and mukdimensional research on migration.

®INese Erdil ek, ATur ke yRemixing EutopetAmsterdam: Dod NextrNatworko n @ i n
2014),124.

®2Intef erence to Edward Sojads conception, discussed i
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(Museum of Modern Art) in New York and initially was presented at tHeI&nbul
Biennial, which also focused on contested public urban places in Istanbul.

It was a partiof xhe'dlstrlcfcsné(iﬁ!@?ﬁere all'thems ,
Armemans~Grek's' andPEWSYIVEGRBGether

Fig. 38.Melis CokerHow Do YouKnow ar | abak i / T ailirdine(20k3¢5mini21 $¢@ s i | B
https://vimeopro.com/docnextnetwork/remappaurope/video/68775220

The Silent Exasion 89/Sessiz GeD (2013, 5 min 48 sec) problematizes even
further the topic of forced migration by taking into scope the processes of compulsory
assimilation that Bulgarian Turks have undergone during the Communist regime. In
1984 under Todor Zhivkdvs rul e (head of state of the
from 1945 to 1989) the government policy

Aregeneration processo) required the TurKki

from Turkish and Arabic into sacally similar Bulgarian ones (e.g. Hassan becoming
Asen). The reasoning for enforcing such discriminatory procedure was the argument
that during its 500 years of rule the Ottoman Empire had forced Bulgarians to convert to
Islam. The alternative was mig@t to Turkey. Around three hundred thousand

Bul garian nationals with Tur ki sihthebventsi t age
which the The Silent Excursion 8%etells. After the collapse of Communism in
Bulgaria, Turkish minorities were free tevert to their original names or use both

Arabic and Slavic ones. The movie studies the question of (cultural) identity beyond the
restrictions of the nation state. Its visual language mixes archival footage, such as TV
reportages, news media and fictioimk representing the events. An interview with a
femal e migrant uncovers her unwi llingness
and being anonymous under someone el seos
Footage of train stations crowded withmities leaving Bulgaria is followed by images

of camps at the Bulgariahurkish border. Stock footage of video noise screen reappears

as a leitmotif and suggests a process of -ogeording VHS tape$ a metaphor for
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overwr i ting oneds | rmhmen Thie pigce clobes with a fading aveay
audio documentation of an interview with Zhivkov, who expresses no regret and
realization for implementing a policy of obligatory assimilation. The remix was
conducted by Enes Uysal who is an American literatgraduate interested in

interdisciplinary arts.

-

Fig. 39.The Silent Excursion 89/Sess (2013, 5 min 48 sec)
https://vimeopro.com/docnextnetwork/remappawrope/vileo/69631796

In a caveat, it should be mentioned thdie Silent Excursion 8@an be
thematically related and interpreted in a broader context of films, produced on the other
side of the bordef in Bulgaria, which aim to reconcile with the histori¢atts and
present a cathartic perspective on the O6Bul
instance,Stolen Eyeq2005) by Radoslav Spasov tells the story of inexplicable and
impossible love between Ayten (a Muslim Turkish schoolteacher) and (varon
Muslim Bulgarian officer responsible for the new identity documents of the assimilated
Turks). The movie represents human perspectives and the painful reality of the
Aregeneration processo i n t {cwturalldveWhicts . It e
has emerged as a typical transcultural repertoire, in order to negotiate cultural difference
and create a third space between both ethnicities.

In a similar direction, wi t hout excl us
processEastern Playg2009)by Kamen Kalev represents the contemporary love story
between Christo/Itso (a young Bulgarian artf§?) and Isil (a beautiful Turkish girl),
whose family Itso saves from a nBlazi violent attack. The film opens with an ethnic
joke betweermer@dhismetlaoadis bompatriot: ADo you

%3 Itso is the short nickname for the Bulgarian name Hristo or Christo (not to be confused with the
Bulgariaborn artist Christo, welkknown for environmental agrojectswith his late vife JeanClaude).

The main personage Christo iGhov (Itso) was a noeprofessional actor, a young artist who in the film
plays hisreal self.Eastern Playss a postmortem dedicatiomo him.
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o
(2]

are no Arabs on oO0Star Trecko?. .. Well, it
Kalev focuses on the emergence of rgimg and neeNazi movements in Bulgaria,
which endorse ethnic intolere@ and antiTurkish sentiments as a justified counter
action to BelagarsilaveryOoQunder Ottoman rul e.
between historical facts and contemporary social dynamics of ethnic discrimination also
employs the transcultural pertoire of crossultural romance. The platonic love
between Itso and Isil is conveyed by criegual silence and casual linguistic
miscomprehensions in English (that both characters use to communicate), which also
signify a process of transculturation.

As a recent <critique on Wolfgang Wel sch

out , among the abstractions used by himt
0friendshipd, oO6functiond and O0i deolomgyd whi
because they i gnor®%i ig difficultuto méasurb ahether the i nes . ¢
experienti al di mensions of these npeti ons g

se however, the transcultural potential of tird spacesthat they constitutean be

easily recognizedA range of the already discussed creative remixes, and specifically
the ones intertwining personal narratives and biographical elements, emphasize further
that crosscultural understanding in European societies could be achieved
experiential and dialogical processes of interpersonal interaction. Thus, artists and
media makers employ creatively ttierd spacef crosscultural encounters, romance

and friendship as transcultural repertoires, which signify the emergence oélmutu

understanding and integrationa crosscultural order

/ (cnunsoynmens ) i QU

BAC0R10.00 / COMVRVCTRYHATA16.10.00

Fig. 40. Eastern PlaygKamen Kalev, 2009, Bulgaria /Swedehitp://www.imdb.com/title/tt1426361/

%4 Hans UlrichSeeberi Tr anscul tural ity ®@hods -Combialg WhiteaThééa di e S mi
( 2 0 0i2 Bramdnterculturalism to Transculturalism. Mediating Encounters in Cosmopolitan Contexts

(eds. Heinz Antor, Matthias Merkl, Klaus Stierstorfer and Lorenz VolkmanfHeidelberg:
Universit2tsvekOlaWl-1mg 103. er GmbH
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5.2.4 Remapping Europe ateliérUK

5.2.4.1 UKi history of migration

In the aftermath of WWII United Kingdom became a country of immigration. The post

war substantial labour shortages (just like in other European counties) were filled by
colonial workers via immigration channels createdtbohe countryds <citi z
Initially the postwar government aimed to take on migrant workers from within Europe

(for instance via the European Volunteer Workers scheme) and to recruit migrants from

its colonies to a limited extent (especially for thewly founded National Health

Service). Contrary to other European countries, the UK did not establishstzige

Afguest workero programmes to recruit from
most immigration developed spontaneoustyigrants from tke Caribbean, South Asia,

and parts of Africa started to influx to t
minority population was estimated at about fifty thousand people. Both Labour and
Conservative postvar governments initiated discussions ogidtation to restrict the

unwanted migration flow. Initially legislation was not introduced due to attempts to not
alienate recently independent countries, e
empire was meant to be replaced by an informal sphernafloence through the
Commonwealth. At the same time, the 1948 British Nationality Act had established a

broad citizenship category by extending resident rights to all colonial subjkatsvn

as the Citizenship of the United Kingdom and Colonies (CUKCHhe following years

bet ween 19606s and 19706s, however, i mmi gr
was issued, specifically aimed at restricting the flows of Asian and African and
Caribbean colonial immigrants, as opposed to Irish or other wwhitégrants. During

the 19706s and 198006s migrant fl ows | essen
immigrants. The 1981 British Nationality Act revised the 1948 legislation and
characterized British citizenship in a narrow, pagperial way. Moreover, ga regimes

were and carrier sanctions were introduced in order to limit asygkeking migration.

After the election of the Labour government in 1997 new changes were introduced.
OManaged migrationdéd as economic miOglr at i on
and access to the UK labour market for foreign nationals was liberalised. The newly
introduced Highly Skilled Migrant Programme (HSMP) brought 17,631 economic
migrants in 2005 and the number of approved work permit holders enlarged from
62,975 in 1997to 137,035 in 2005. The Seasonal Agricultural Workers Scheme

176



Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

(SAWS) attracted 15,455 persons and the newly established Sector Based Scheme
empl oyed 7,401 persons. The governmentos
without transition period to theew member states who joined the EU in 2004 brought
579,000 EU citizens to the UK, sixfive percent of whom were Poli$f> Overall, the
foreign-born population in the Ukhcreased fron.8 million to around 8.3 milliomnd

the number of foreign citizenacreased from nearly 2 millioto more than 5 million
between 1993 and 201#he most common country of birth among the fordiginn is

India, but most of the foreign citizens in the UK come from Polamndgong all regions

with comparable data in the UK hdon has the greatest number of migrants including
three million foreigaborn people in 201#° In terms of asylum control, while not

being a member of the Schengen free movement area and has the rigkaub fopn
migration policies, UK has participated n mo st o f t he EUG s r

measures. For instance, the Dublin system requires asylum seekers to lodge a claim in

d e

es

the first European country they enter, wh i

regimes to the south and the east.

The novel catext after the Brexit vote will certainly impose new migration
patterns. Among the possible trends, analyzers expegike in immigration as EU
nationals could try to secure their status before change of pols@esnd, predictions
foreseea major incease in irregular migration once the new rules are in place, if
previously legal workers from Europe would require work. This irregular migration will
be mostly related to possible-salled visa ovestayers in the future system. Next, it
could be expeed that less younger workers and less workers with low qualifications
would immigrate to the UK. Finally, it is difficult to predict whether immigrant flows
will decrease, as expected and desired by the Leave voters. While a potential UK
economic declineauld occur and most EU nationals are economic migrants, it could be
still expected that the United Kingdom would continue to receive at least five hundred
thousand immigrants per year, from EU and-&dh states. Border control represents
another complex nopblem after the referendum, including border controls in Calais
where UK officials are allowed to check identity documents already in France.

Moreover, the agreements on movement between Gibraltar and Spain and the Common

%5 See alsoNet zwer k Migration in Europa e.V. Al mmigrat.i

Migration, Citizenship, Educatiofonline) http://migrationeducation.de/49.0.html

%% The Migration Observatory, Cinzia Reinzo and Carlos Vai®s, Migrant in the UK: An Overview
2016(online)
http://www.migrationobservatory.ox.ad/sites/files/migobs/Migrants%20in%20the %20UK

Overview_0.pdf
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Travel Area between the Repubbt Ireland and the United Kingdom are also under
questiort®’ While immigration legislation and border control remain issues under
discussion, the Brexit campaign has triggered critical reflections on the role of
mainstream media in framing negative dissasron integration and immigration in the
UK.

5.2.4.2 UKi mainstream media discourse on migration

UK has a long history of mass media (re)produced discourses promoting discrimination
against migrants and ethnic minority groups. Public polls on imtiograndicate
scepticism, while the subject of immigration itself has emerged as a recurring pattern of
political struggles, general election and communication campaigns.

Sarita Malikfollows the history of immigration reporting and therefore explores
the genealogy of dominant discourses on migration. Thei@mtigration government
legislation and the neconservative populism, which started to emerge in the late
19506s triggered the production of-tca sanct
be eleted Prime Minister, Margaret Thatcher proclaimed the danger of being
Aswamped by alien cultures. o Documentary
19706s, s uRadei AgsestiBnBrNurmbersthdGreat Debate: The Question
of Immigration were dominad by fear from black and Asian presence in the UK.
Departing from here, it can be followed how mass media have racialised the concept of
Aill egal 6 i mmigration. AAlRaci alisationo i s
ideological) process in which ehindividual, group or cultural product becomes defied
as fAothero. This *fas Mealhik sochsilderfd.ecMal i
supported by a recent publication by the Glasgow Media Gr8ap, News for
Refugeeswhich proves that racialising & discourse on migration has consequences
not only for citizens6 political action,
migrant communities. Similarly, a study conducted by Migration Observatory at Oxford
University from 2013 shows a wide circtitn of prejudicial language and prevailing

associations between the notions of immigration and illegality:

%7 See also Migration Policy Institut&Vill Somerville, When the Dust Settles: Migration Policy after

Brexit (online) http://www.migrationpolicy.org/news/whetustsettlesmigrationpolicy-afterbrexit

¥sarita Malik, @AWhat the fgo homed campaign tell u
(Amsterdam: Doc Next Network, 2014), 55.
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[ TlThere is a dominance of i mages of @bl ack
[ ci

and most of a it he war roumnd segeegatianr O , prod
cultural di fference and especially securit
deliver meaningful and culturally Ain touch
displayed a particular fascination with certain kinds of topics anudké asylum,

di fference, urba®¥ strife and migration.d

g
u n
y [¢
0O r e

What Sarita Malik recognizes as a more inclusive ethnic minority representation in
common everyday media ranges from newsreaders to soap opera characters, reality TV
and lifestyle shows that reflediK social, cultural and ethnic diversity.

A striking example of discriminative discursive practices related to migration
was set by & bk Home OfficeH@mign launched in July 2013.

Operation Vaken was a trial campaign aimed at convincingrtles living illegally in

the UK to figo homed voluntarily, supported
circulated across six London boroughs. Each one was carrying a billboard with the

sl ogan #dAln the UK illegally? 78030 for reee or f
advice and help with travel document s o, anc
in the corresponding area. Simultaneously, the UK Home Office created the Twitter

hashtag #immigrationoffenders and started to twit images of theearragjrants.

Matt Cuzner recognizes that the notion ¢
racialised discourses in the UK. For instance, in 1964 the Conservative Party ran a
poster campaign with the motto Alf you de
Labour, i f you are already burdened with
Nati onal Front have regularly wused #Ago ho
considers that campai gns -oldtoopes @sutnidgraats A go hc
and deploythem as a political tool, manipulating the imagery around migration for
political ends, raci al i*8Noregveraha arguestthatror nal i s i
many the figo homed instruction was offensiywv
seekerswho have lost sense of security, since their homes no longer exist. The
Operation Vaken provoked wide public criticism and social media lampoons and
counterreactionsi twenty-seven thousand people engaged in sharing the ceunter
hashtag #Racistvanandthea gl i ne A Stop the Racist Van! #

an expression of social protet:

369 i

Ibid.
Matt Cuzner, fl RemixiogBEuropéAmsterda:DEc)Next Network, 2014),-98
371 i

Ibid. 47
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While social media platforms could contribute to the distribution of alternative
narratives and representations of migrants, they often only function as aaldition
communication channels for the reproduction of discrimination and discursive racism.
With this regard, the problem that Ahmed S
| anguage used I n t he medi a such as
seeker so/ o0unidoewdewnrjeenmtod d@o homed creates a f:
exacerbates the U¥ against Them feeling.d

In a similar context, in 2013 the British government considered to launch a
negative advertising campaign, which would focus on the downsides ishBifi¢ such
as scarce jobs and rainy weather in order to prevent potential migration from Bulgaria
and Romania in 2014 when the labour market was opened for both countries after seven
years of transition. The sbal | ed fAyou want | ulkaontradict her eo
EUOs fundament al principle of |ifting work
of EU membership. It has also stirred intense debates on the stigmatization of EU
citizens from Eastern Europe as necessarily-d&iNed workers or sociabenefits
tourists. Strong anttastern European sentiments have been among the central motives
of the Brexit campaign (as immigration listed as the second reason because of which
voters opted to leave the EU). Thus, iFf@opean migration, especially froEastern
Europe has triggered the emergence of biased discourses and bigotry. Mass media
representations on migration within the context of the UK referendum signalled not
only destabilization of EUOs solidarity p
humanitarian values. The Syrian refugee crisis is also a focal point of British
Euroscepticism and mainstream media hate speech against migrants. While the refugee
crisis has materialised in loss of empathy in British and overall European societies,
creatve initiatives and artistic endeavours across Europe have been trying to reverse
mas s media (re)production of Europeds | os
upcoming section will explore creative and remix practice that artists and media makers
haveempoyed in the UK (since 19806s and 1990

generate forms of sefepresentation and subvert mainstream discourses on migration.

Ahmed Sheikh, #AYou Are Remxng BumpdAmserelami DoANMext Poor o i |
Network, 2014), 5€L.
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5.2.4.3 UKi Remapping Europe media remixes

The UK atelier ofRemapping Europevas developg in a close collaboration with
British Film Institute (BFI)T Future Film programme for Doc Next Network and
Refugee Youth, which is a network of youth groups working together across London.
As an organization, Refugee Youth uses participatory actioansdsand creativity to
combat isolation and alienation amongst young refugees in London and build inclusive
community. Twentyfive young people for whom Refugee Youth is a safe space for
meetings and acquiring new (artistic) skills have taken pdRemajping Europe The
weekly sessions were organized in the course of two months in the form of
conversations on personal experiences of moving to the UK. Central topics of
discussion and remix creation were how to overcome stereotypical perceptions of
migration, combat media representations of migrants and refugees, and comprehend
multiple layers J0f one6s cultural identity.

From a broader perspective it can be observed, that remix (especially as a
method of sampling archival image and footage) has becompgarrable component of
documentary film aesthetics. In this sense, the aesthetic modalities of sampling
repertoires or existing media content artodingdecodingencodingnew meanings
coincide with each other. The juxtaposition of existing content geseragw
connotations and functions asrans-codingpractice of subverting negative stereotypes
and cultural prejudices. From a different disciplinary stance, Dagmar Brunow has
argues that nonconventional documentary filmmaking and the film essay genre, as
remediation of archival material, also play an important role in the construction of
cultural memory’*

With this regard, (and in the context of creative approaches from the UK),
should be mentioned the films of Black Audio Film Collective (BAE€and Sankfa
Film and Video Collectiv&®, f ounded in the 19806s as a
against Tatcherism and the sopidlitical settings in Great Britain. Both collectives

were established by Black British and diaspora filmmakers and multimedia artists,

373 See also Matthew CuzneRemappng Europe. Films and Performance@&uropean Cultural
Foundation, 2014), 99.

374 Dagmar BrunowRemediating Transcultural Memor{Berlin: Walter de Gruyter GmbH, 2015).

$7S BAFC was founded in 1982 and was active until 1998, including John Akomfrah, LinaiiGéwsil
Johnson, Reece Auguiste, Trevor Mathison, Edward George and Claire Joseph, replaced by David
Lawson in 1985.

Sancof ad dsaamduiien Martisa Attille, Maureen BlackwoadNadine MarshEdwardsand

Robert Cruszstablished the colleg# in 1983.
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whose thematic scope developed around Stuar
on postcolonialism and multicultural British sociey/ Thus, their films deal with
guestions of identity and diversity, historical backgrounds of colonialism:raidl
attitudes and construction of cultural Otherness, and the personal experiences of Black
and Asian (in the case of Sankofa) migrants in British social reality.

Specifically, BAFC experimental aesthetics can be defined by the constitution of
a poetic, elusie and intensely provocative filmic space, where multiple references and
media textures are sampled in order to transcend cultural, ethnic, social and political
boundari es. John Alemswbrth &SShngE 986, iceletrated s a y
BAFCOs monsatt i €«embplieec e, expresses Akomfrahos
remixing image (newsreels, filmed footage, still photos) and immersive polysonic
soundtrack into a muHayered narrative composition. Through this method of sampling
diverse mediums and contentise film creates a multifaceted exploration of 1985 riots
I n Birmingham and London. The ci vil di st
Handsworth and in several urban centres in London came as violent and tragic events,
which triggered generalised and densed British media depictions of Black presence
in the UK. In contractHandsworth Songsepresents a multiplicity of voices, which
deconstructs mass media discourses on Black (un)belonging and opens the potential for

various personal interpretations.

Fig. 41. John AkomfrahHandswoth Song®1 mins., 1986Wwww.bfi.org.uk

The critical and creative praxis developed by BAF&meerges as a relevant
artistic device f or -pditea dymamitsand the reproductionod ay 6 s

of discursive racism across Europe and in the UK. From a ragedihistorical

37" BAFC founder John Akomfrah also authored the filime Stuart Hall Projecf2013) and the muki
layeredmedia arinstallationThe Unfinished Conversation (2013) dedicated to Hall.
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perspective, it can be also observed that t
the conceptual and methodological framework of the ovdRelinappig Europei
Remix projectnitiative, and the video remixes produced at the UK atelier. Although
their aesthetic | anguage i s mu c h mor e 0 m
intertextual exchange, it still repeats the very saamet 6 f(d mi xDi ck Hebdi g
rhetoric) praxis of resemantising existing (archival) content. This critical and creative
gesture generates new connotation and consequently triggers the emergence of
alternative discourses.

Helping Otherg2013, 5 min 38 sec) by Adhurim Demiraj (Albania a remix
which explores peopleds (un)willingness to
empathy. The video appropriates a vintage elaem video instructing pupils how not
to communicate with strangers. It also interviews random passersbyg &urst®n train
station in London, questioned about the last time they had helped or had been helped by
a stranger. The mentioned little everyday gestures of assisting a person to cross the
street, transport a suitcase, show directions and so on are pdeasra voiceover layer
next to the footage of the crowded station. The amateur feel of the remix contributes to
its trueto-life scenario. Adhurim Demiraj moved to London in 2012 in order to study
English at Croydon College. His idea for this piece was limm personal impressions
on the multiplicity of people in London who traverse common urban spaces, but express
indifference and unwillingness to mutually connect and help each other. Adhurim
Demirajos remix can be under stomidetaysbsa | pe
empat hy, whi ch contradicts Europeods funda
constructs a mosaic of media references in order to suggest the potential emergence of a

third space of crossultural understanding between self and cultathérs.

Fig. 42.Adhurim Demiraj Helping Otherg2013, 5 min 8 sec)
https://vimeopro.com/docnextnetwork/remappawgope/video/69557621

183


https://vimeopro.com/docnextnetwork/remapping-europe/video/69557621

Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

On a similar notefFirst Steps (Sorry + Pleas€2013, 2 min 58 sec) by Cedoux
Kadima, who has a degree in Fine Arts and is interested in photography and film
making, explores the interpersonal dynamics of empathy, trust, hope and integration.
Upon arrival from his native Congo the UK in 2011, Cedoux used to be familiar only
with the English words #@ASorryo and APl eas
through London by picking up singular phras€sst Stepsreinvents this initial
experience in the UK by depicting Cedoux Hing down the South Bank of the
Thames and occasionally approaching pedestrians in attempts to establish a personal
contact by counting solely on these two expressions. His video walk is accompanied by
a subjective reflection in French on the challendgestegration.

L H'c‘.

i I« R

Fig. 43.Cedoux KadimaFirst Steps (Sorry + Pleas€)013, 2 min 58 sec)
https://vimeopro.com/docnextnetwork/remappaurope/video/68384933

It canbe noted thaFirst Steps (Sorry + Pleas¢)o a certain extent
conceptual and structural framework of an early cinematic reflection on refugee
existence in Londorni Refuge England1959) directed by the Hungarian filmmaker
Robert Vas, knowmms one of UKds foremoéd? Refligec ument a
Englandshows the first day of arrival of a Hungarian migrant, who traverses London in
between Waterloo Station and West End, wanders around unfamiliar streets and
suburbs, and approaches indiffgrestrangers in attempt to discover the incomplete
address on a poesard he carries around. His impressions, hopes and despair are
portrayed via an inner monologue, while the only word that he knows in English is
Arefugee. 0 The f i |experiened & migratingMa Bnglang a&sras o n a |
refugee after the Hungarian uprising in 1956. Through the repertoire bflth@ iftleeu r

378 Rober Vas (1931 1978) is known for his BBC documentarise Glden Years of Alexander Korda
(1968),Heart of Britain(1970),The Issue Should be Avoidd®71),My Homeland1976), Joseph Stalin
(1973) andNine Days in '2§1974).Refuge England was released with the support of BFI Experimental
Film Fund and it folbws the style of the Free Cinema moveniefdw-budget, usually black and white,
documentaries focusing on the life of ordinary midclss working people.
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A

stroller) Vasd protagoni st (and alter ego)
estrangement one encounters whdeagating to a new cultural context.

From a sociological stance, Zygmunt Bauman understands the emblematic for
modernity image of thé | © ra® ther prototype of postmodern identity construction
Thef | © rmasuemerged as the central symbolic figure of enodurban life since
Wal ter Banjamindés cul tur al anal ysi s. Benj ar
and conception of thé | © rineouder to explore the role of the urban observer/the
stroller both as an analytical method and an urban phenomenprodact of the
Industrial Revolution). According to Bauman, however, the formation of modern
identity can be better articulated through the metaphdhefpilgrim which entails
travelling with a mission towards a predetermined final destination. Rétleestroller
the vagabongthe tourist andthe playercollectively describe the postmodern condition

of fragmented identity, which resembles an epaded journey with unknown point of

arrival. As Baumanoderc@mrsa ldlee m , o f§ ihdwdtd rmtei t y 6
construct an identity and keep it solid and stablepttemoderro pr obl em of i den
is primarily how to avoid ¥°Wiathiiomn Bamudnak é

hermeneutic sociologthe touriststravel by wish and freedom of choice in Blgal

world which is irresistibly attractiveThe vagabondson the contrary, travel because

they have fAno ot her bearabl e choiceo and i
unbearablyinhospitable %’ According to Bauman, globalization is geared the

tourist dr eams and desires, whi ch unavoi dab!
vagabonds The human consequences of globalization entail that for the first category

(global businesses, managers and elites) state borders are levelled down. For the latter

(home | es s, refugees, asylum seekers), however
of residence |l aws and of o6clean stfeetso a
Thus, it can be consi deHirst Steps (Bary + Rkasdgp u x Kad i

a concembukald o0f e RReluger Englandalso dproblematizes the
subjective experiences and perceptions of those who are inevitably rendered as

vagabonds

Zygmunt Bauman, iFrbor Pa |l ghom tlei STQuesionssodGuinal dent i ty,
Identity,ed. Stuart Hall and Paul du Gay (London: Sage Publications, 1996), 18

¥zygmunt Bauman, ATo urGlobaliztiona Thé HwhangGobsequahddw i n

York: Columbia University Press, 1998),-93.

1 1bid., 89.
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From a film studies angle, it should be considered that the cinematic
representatiorof the (im)migrant stroller has emerged as a recurring repertoire in
transcultural film. In this context, could be mentioned the Parisignantf | ©nie ur s
Bande de fille&Girlhood ( C®1 i ne Sc iEadmnema ,” 20 lodu)e(€asta Eden i s
Gavras, 2009)La haine/Hate(Mathieu Kassovitz, 1995). The given examples are
among a larger range of cinematic narratives, which exploit episodes of positioning
their protagonists within the soetultural rhythm of European cityscapes, public
places, crowds and stteeThe motif of wandering within (unfamiliar) urban spaces and
being both out and inside the crowd (thd © n dualitydecognized by Benjamin)
metaphorically represents th@rd space(Bhabha) or theontact zongin Mary Louise

(@}

Prattdos tetma) bfF amodwel turati on bet ween
society. The state of ihetweenness that tliel © mrebodies, as being both within (as
a participant) and outside (as an observer) of the city dynamics, corresponds to the
liminal, intermediag, third spaceof transculturation where cultural differences are
negotiated.

The ambivalent entity of thie | © mrefilnr has been further conceptualised by
Rob Stone in a recent study on cinematic pilgrimage, as a subjectively induced
alternative to orgnized film tourism. According to Stone:

F | © nhkas inff@med many films about those who transcend the potential banality

of their existence via the affinities they find in ephemeral associations. It can serve

as an assertion of subjectivity, often opipg the hegemonic idea of a city with a

view of it from the perfdp@dctuiavcec uanful ani ©m hef [
experiences and influences often results in an indistinct outcast figure, one who

walks to a different rhythm, defined and maintainedahyabsence of clear origins

and a lack of explicit direction. Consequently, thé © mas be disruptive where a

senseggcz)f rootlessness and rejection of settlement renders the figure as threatening

Other:

| f Rob Stoneods o bser e amnbt @onhimmigeant andans | a't
transcultural cinema, it could be used for understanding the image ohigrant
f | © rag a trope, which evokes the ambiguity, the uncertainty, the fluidity of the
experiential and spatial construction of cultural Othernesthisnsense, the repertoire
of the migrantf | © nseused by filmmakers as a discursive critical strategy. It both

represents the perspectives of cultural Others and also potentially disrugtarend

¥Rob SfTeFenedir on Film: On fil ms bARImKidesitaFrée Li nkl at
blog, 10 Feb 2014 (onlindittp://filmstudiesforfree.blogspot.bg/20D2/theflaneuron-film -on-films-by-
richard.html
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A

codesaudi ences 0 e-spatial landitopdplec dnagination. d~or instance,

whi | e Wo o VWigky GxistihacBardel®ng2008) celebrates the hedonistic aura of

the city, Alejandro Gonzale§§ r r iBiutiub(2010) renders Barcelona as a bleak and

i nhospitable t o i mmi g r aandids filml touriams agend@/h er e a s
accommodates the worldview tfe tourists I8 r r i t UG0S t ake otme the so

vagabondshas a critical and transformative function.

Fig. 44.Robert VasRefuge Englan{itémm, black and white, 27 mins, 1959)
http://www.screenonline.org.uk/film/id/439053/

Limbo (2013, 2 min 5 sec) by Hamid Reza Rajaby also addresses the topic of
being a stranger in a novel cultural context. Hamid studies Engineerthg idK and
collaborates as a Young Advisor What is Justicgroject, which advocates for fair
justice for children and youths. His short is a personal reflection on the insecurities of
i mmi grant sé existence, the entdeumposailtjitypr oc e s s
to plan for the future, since living in a limbo means being unsure where that future
would be.

The senses of uncertainty and stagnati o
been also addressed by other Refugee Youth members withinkieapon Becoming
a Londoner: Our Creative Campaigh2 009 ) . The ©participantsé
di fficulties of being accepted as equal me
their lives. Especially for young people, who arrive in the UK alongout their
families, asylum policies can have a devastating effect on their lives. A number of
young people live in a state of limbo for years, expecting decisions on cases, while very
few obtain a refugee status before becoming eighteen years old. As afothe

Becomingalondonggsar ti ci pants shar e, Aif or many of
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full of fear rather than excitement. Quite simply some of us in this country are scared to
grow up. Tih disper3al, delestion and deportation, are dljhtening

prosp®cts. o

Fig. 45.Hamid Reza Rajahyimbo(2013, 2 min 5 sec)
https://vimeopro.com/docnextnetwork/remappaurope/video/68384935

Limbocritically rendes the problems of asylum application via a mixture of visual and

audio textures. The remix combines archival footage with-stofpon animated

captions, which bring a second layer of critique along with the voiceover recording of

Hami d Reza R&jeambywhouglhttsp To a certain ext
discursive application of text and slogans resonates with the creative approach of the
visual artist Keith Piper. The use of language and text has emerged as a recurring
component in his (interage) media artworks, which critically explore -tip-date

mani festations of —racial d Losat/Stranger: Deletei o n . Pi
Where Appropriatg2004) deconstructs racial categorizations and popular stereotypes

of migrants. Similarly, s earlier workSurveillances/Tagging the Othgr991) counts

onc ut 0 adsthetics (via loveost Amiga computer technology) in order to challenge

raci al classifications of 6Bl ack Britishnes

% Extractsf r om t he Ref ugee B¥omirghadlondopainb Reimisirgt Eumpe
(Amsterdam: Doc Next Network, 2014), 69.
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Fig. 46.Keith Piper,Local/Stranger: Delete Where Ampriate (2004)
http://www.virtualmigrants.com/term_f/tflocst.ht(teft)
Fig. 47. Keith PiperSurveillances/Tagging the Oth@991)http//www.keithpiper.info/statement.htm

The various creative approaches and sampling techniques employed by the young
mediamakers in the five ateliers in Spain, Poland, Turkey and the LHppear within

the sampling style of the collectivieuropean Souvers. Their livecinema
performances expand opportunities for critical and creative remixes of existing media
content into an audigisual spectacle, which resembles an immersive environment and
triggers the generation of new meanings. The followingssation will focus on the
creative searches and media realizations, which define the work dEutzgean

Souvenirs.

5.3 European Souvenir$ live-cinema performance and remix

The artist collectivieuropean Souveningas established in 2012 on the iniwatiof the

Doc Next Network, who was responsible for the conception of a transnational remix
project. The group of artists is composed of Karol Rakowski (Poland), Baris Gursel
(Turkey), Farah Rahman (the Netherlands), Maleventura (Spain) and Noriko Okaku
(UK/Japan). Departing from the idea to develop an audioal show by appropriating

and deconstructing existing media content from sound and visual archives and found
footage, the artists began their collaboration within three residencies in Istanbul,
Warsav and Seville. Their creative sessions also involved representatives of the
corresponding local arts and music scenes. Under the coordination of the experienced
creative collective ZEMOS98, th&uropean Souvenirdeveloped the aesthetic

language of raising, remixing and recontextualizing media references, which became
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their guiding principle for designing a performance on migration, media and imagery.
As central thematic concerns emerged the tc
the artists initily explored within their own experiences of mobility inside and outside
of Europe. The premiere of livdnema performance took place at the cultural hub De
Balie in Amsterdam in October 2012. The triggered interest among a variety of
audiences resultedh iextending the liveinema performance into a touring format,
which visited Bilbao, Seville, Geneva, Kosovo and Utrecht in 2012 and 2013. The
success of this initial collaboration motivated the collective and Doc Next Network to
work on a second audigsual show under the titld u r o v,iwhkich @leosintegrated
the artistic vibe and technical support of the renowned London art colléclive Light
Surgeons
Since its initiation in 1995The Light Surgeonkas emerged as collective of
pioneering multinedia artists and recently as a media arts company who produce multi
screen sitespecific installations, digital films, expanded cinema, motion graphics and
audiovi sual performances. The artistic appr o:
combines VJing re-using documentary footage and diverse visual mediums) with
electronic music compositions. In terms of thematic and conceptual dimenEians,
Light S workgdeats wihoquestions of belonging and croskural fusion in
global societies. For ingtae, a recent liveinema performance bihe Light Surgeons
entitled SuperEverything2013) explores the interconnections between race, identity,
ritual and British colonial history in Malaysia. With this regafdhn e L i gh't Sur ge
aesthetianfluence ontheEur o p e an dkoaoule beigraspaal within the media

and conceptual realization of the le@mema performanc@ ur ovi si ons.

Fig. 48.The Light Surgeons, SuperEverythiige cinema performance, 2013)
http://www.lightsurgeons.com/art/supereverything/
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G ur o v ihich eflests on crossing Elblders, mass media representations
of (im)migration in Europe and personal experiences of traversing European space, also
resembles the aesthetic language of another British artist colldéctiviee Virtual
Migrants, found by Kooj Chuhan in 1998 heir progcts involve participatory, digital,
online and interactive medi a, through whi c
advocate for social justice and promote @hti scr i mi nati on i n UKOS
Through crossing the boundary between artists aod-artists and involving
communities, activists and theoristBhe Virtual Migrantsdevelop transdisciplinary
projects that interlink issues of austerity, refugee rights and climate destruction. Among
their projects are the live performances and trawgkixhibitionsContinent Chop Chop
(2015), Committed to Represe(®013), Refusing the Refusg@013), Centre Cannot
Hold (20092013), Terminal Frontiers (20022005). Thetrans-coding potential of
sampling cultural repertoires and media content, as aatriind creative praxis
explored in the experimental documentaries of Black Audio Film Collective (BAFC),
reaches a further development within the work3'loé Virtual Migrants.For instance,
Kooj Chuhanos i nt er ac tResoraance(h@9P tconstractsiaa |1 nst
multilayered mosaic of collaged digitgtaphics, animations, computer games elements,
documentary video and interviews with migrant settlers in the UK. By navigating
through a variety of mediums and contents, audiences experience a yawltila

understanding of the notions of alienation and integration.

]

Fig. 49.Kooj ChuhanResonancéinteractive installation, 199%ittps://koojchuhan.wordpress.com/

Similarly, the 0 u r o v iskow ocamms at deconstructing dominant media
discourses and stereotypes of migration in Europe by sampling newsreels, film archives,
found footage, TV spots and broadcasted iconic moments from the song contest
Eurovision (that the title of the liveinema show mockand reappropriates in a critical
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manner). As recurring visual motifs appear images of borders, fences, passport control,
abstracted landscapes and fragments from personal narratives. The imagery and rituals
of border controlabu ali( T o n i S e r yng arguespaaitematically validate the

logics and practices of control:

The visual narratives of borders that confront us everyidaythe design of maps

and signs, and their representation in the médsrongly shape the imagery of

migration. The boder functions as a tool of control: both the physical border a

migrant crosses, as well as the personal, mental borders that create notions of

fihomedo, fAothernessod or *#or that matter AEuropea

Thus, he suggests further thatdens should be appached as an attitude, rather
than a fixed ling an imaginatively produced shifting entity, which also produces its
I maginary. Mor eover, he questions if mi gr a
with them, taking them into the societies that they w¥> This perspective certainly
resonates withE t i e n n e cBredptudiizatiord ef Europe as a borderland of
overl|l apping peripheries with no &épured ide
frontiers3%°

Correspondingly, thé u r o v live dinermagerformancetampts to transcend
borders and6 rnea p 6 Eur espeemalmy i zieng i magery that r
migration control apparatus and technologies of surveillance and biopolitics. The
sampling, the layering and the jugtssition of various media specifities also performs a
trans-codingfunction, which allows for the generation of novel relations between media
contents and therefore new perceptions and meanings. The short video productions
created within th&emapping Eunge ateliers by young mediamakers in Poland, Spain,
UK and Turkey also serve as media referents, which have been remixed in simulacral
continuity. The depicted dynamics of mobility, however, rather focuses on (illegal)
immigration to the EU, while it lackat portraying the multiple boundaries which
delineate Fortress Europe also from within. The r o v live-cinemagperformance
was enacted on 20 May 2084 EYE Film Museum and Institute in Amsterdam, the
Netherlands. It was followed by a masterclasegiby the artists on 22 May, which

provided the opportunity to discuss the technical aspects of creating the performance.

¥labu ali (Tony Ser Remjxing EirdpgAmsterdant:iDedNeatMetdorki 2014),
75.

%85 |pid.

£t i enne ERaloipkaras fABEnvirdnenent and Rlanning B: Society and Spaqeil
200927: 190-215.
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As theEuropean Souvenirshared(l u r o v whsch iovolgesmulti-screen projections
and live music scorénas been released via ardgmnation of VJing and DJing softwares
and remixing practices. The masterclass also opened debate on the conceptual and

artistic dimensions of working on the topic of migration in Europe.

Fig. 50.European Souvenirg, u r o v (live ciremaperfanance at EYE, Amsterdam, 201i4)
personal archive

5.4 Conclusi ons: Europeds cul tur al map as a

The analysis oRemapping Europe, a Remix Proj¢2013) aimed at illustrating to
what extent the creative process of remixing existigliancontent and repertoires in a
crosscultural order could be artistically employed as a form of critical and creative
trans-coding which could potentially trigger processes of transculturation. The media
remixes produced withilRemapping Europemploy sampling of cultural repertoires,
encodingdecodingencodingcycle of active audience participation and representation
of transculturality, as modalities of transcultural aesthetics in a complementary and non
exclusive order .-geftemtgéciraelmi west lte edtisdr at
ateliers in Seville, Warsaw, Lublin, Istanbul and London explicate how the aesthetic
modalities of sampling repertoires or existing media contentescddingdecoding
encodingnew meanings (also as a cycle of activdiance participation ) coincide with

each other. Thus, in both cases the juxtaposition of existing content generates new
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connotations and functions asrans-codingpractice of subverting negative stereotypes
and cultural prejudices.

The discussed seledtevideos emphasize the creative use of remix and re
contextualization of archival footage in the construction of alternative - (self
Jrepresentations of migration in Europe, which contrast with the mass media
perspectives and prevailing discourses. A ranfjavarks employ parody and +e
enactment of popular media genres (such as TV ads, YouTube tutorials), while others
count on exclusively on personal narratives as forms of symbolic resistance. The remix
atelier in Seville explore the themes of migration asnaaginary and actual state of
existence, while the Polish media labs in Warsaw and Lublin focus on migration as a
conscious choice, family and borderline stories. The workshops and videos from Turkey
discuss internal migration and urban transformatiore dlitput of the remix atelier in
the UK centres on processes of cultural

As central motifs emerge the themes of border crossing and control, home and
belonging, transcultural identities aridird spacesthat project theneed for cross
cultural coexistence in urban spaces and European societies as a whole.
Tr 8nsi t o(David Galado,n6gmin 9 sec, 2013) translates the topic of border
crossing into an allegorical tale, whichtrans-codes the dehumanizing tropeof
immi grants6é animalisation by deliberatel
mockumentary (or docucomedy) genre. The mixture of fictional and biographical
elements functions as a symbolic transcendence of the borders which separate Self and
cultural Ohers. Dow:- d/ PAbb €t a -\Rstilaveka 6 wim & sec, 2013)

Yy e

explores the border through a satiricaerem act ment of her husbandds

exam. Images of passports, stamps and immigration forms that signify border control
and the policig of intimate relations are remixed into a-owts animation, which
represents the border as a living organism. Furtherm®B PRZEMYTNIKA/A
Smug gl e r(Magdalenhd Kuzar, 9 min 56 sec, 2013) subverts notions of border
control, surveillance and illetiy by offering a YouTube tutorial on smuggling goods
across the Polisbkrainian border. By sampling two mutually exclusive semantic
structured illegal trafficking and social media exposure and performativitiye video
emphasizes that subversive humdaself functions as lans-codingmechanism, which

can destabilize dominant discourses. In a similar apprédeh, Voy a Bai |l ar
Going to Dance Pegafkllavled Alcano, 5 min 52 sec, 2013) deconstructs Third World
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stereotypes by reontextualimg audio and moving image references into a
teleshopping parody.
The Silent Excursion 89/Sessiz G&Z(Enes Uysal, 5 min 48 sec, 2013) takes a

different approach and employs abstracted and remixed imagery, which evokes forced

migration, border crossingnd search for oneds Liohntity,

(Hamid Reza Rajaby, 2 min 5 sec 2013) problematizes further the insecurities of

i mmi grantsdé existence, the enduring proces:

detention and deportation andethmpossibility to plan for the future and feel at home.
The remixcritically renders the problems of asylum application via a mosaic of visual
and audio textures. The topics of home and belonging reach a further treatment in the
videoInterna/lnmatel Mar 2J es “as Val enzuel a, 7 min 35
foreign domestic workers define home within the shifting boundary between memory
and lived reality, public and private space. The video reflects on home as a contested
space, where employers anohtestic workers negotiate sodpatial boundaries along

the divides of class, nationality, ethnicity, as well as sepiatial hierarchies that render
oneds s ens eMolfil®InneriPeateiMolal ¢cyHuzyAyse Aybuke Samadi

min 33 sec, 2013) cordrily exposes feelings of belonging to a domestic private space
as the only sanctuary from busy urban life. The soundtrack of interpersonal telephone
conversations functions as an imaginary reconnection between distant urban places,
friends and relatives.

Nigdzie/NowhergDavid Sypniewski 6 min 6 sec, 2013) similarly connects
notions of intimacy, memory and migration with senses dfatweenness. The poetic
video | anguage of the piece expthimspace, t he
betwea public and private perceptions and belonging to two countries. The creative use
of mixed textures and split screen reald].
transcultural identityFirst Steps (Sorry + Pleas¢Cedoux Kadima 2 min 58 sed)23)
treats further the constitution of third spaces of transculturation and transcultural
identities by employing the trope dhe migrant f | © n Bha repertoire of the
immigrant stroller, which the video portrays (wandering around South Bank and
approabing strangers) evokes the ambiguity, the uncertainty, the fluidity of the
experiential and spatial construction of identity formation. The state-loétiveenness
that the migrant f | © nemhodies, as being both within and outside of the city
dynamics, coesponds to the liminal, intermediatdird spaceof transculturation

where cultural differences are negotiated. Thus, the motif oiigeantf | © bahu r
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represents the perspectives of cultural Others and also potentially disrugtaresnd
codesaude nc e s 6 e st sdatial imdgiration. Sionitarlyp the protagonist of
Helping Others(Adhurim Demiraj, 5 min 38 sec, 2013) tries to establish empathic
connections with strangers while strolling around Euston Station in London. Thus, it
can be conclued that the representation of streets, public places, urban settings and
cityscapes also emerges as a repertoire, which symbolically rendemnthet zoner
the third spaceof potential transculturation between cultural Others and host society.
With this regard,How Do You Knowl ar | abaki / Tar | ab@elig 6 ni N a s
Coker,5 min 21 sec, 2013presents an idealised space of transculturagxistence
between Jewish, Armenian and Greek ethnic minorities through reconstructing a
nostalgic versiomf planned for urban renewal neighbourhood in Istanbul. By exploring
|l stanbul 6s ur ban | andscape, t he vi deo pro
mar ginalization and cultural O6otheringbé.

The outlined thematic trajectories intersect within the comegptectors of the
live-cinema performancé ur ovildi @amsns t o t r anmapedn dE Wroa pdee r
byresemanti zing imagery that represents Eur
technologies of surveillance and biopolitics remixed with subjective perceptions and
personal narratives on nmagion. Thetrans-codingfunction of the remix technique also
becomes obvious in the work of the artist collecve r opean Souvenirs. ¥
aims at deconstructing dominant media representations of migration by sampling media,
film and news archivedpund footage and sound compositions. Thus, the juxtaposition
of various media specifities allows for the generation of intertextual connections
between media content, which trigger the constitution of novel perceptions and
meanings.

Overall, the discugsl remix projectRemapping Europeand the creative
approaches within suggest the constitution of a critical and creative cartography, which
re-imagines Europe as a space of transculturaastence. While, the organization of
the media ateliers and wohaps still follows natiorstate frameworks, the produced
videos and remixes transcend gmitical, cultural and social boundaries. The aesthetic
praxis of sampling cultural repertoires and media references in diexanchical
intertextual order alsomeder s Europedés cul tur al map as ¢

transcultural attachments.
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6. Case study: the art investigative projeldie Machine to Be Anothe(2014)

The following chapter will explore how embodiment could transcend cultural
boundaries byaking into consideration the art investigative projElcé Machine to Be
Anotherby BeAnotherLab. It will be studied to what extent embodied affiliation with
culture emerges as a relevant modality of transcultural aesthetics, as long as cultural
engagemen could be acquired througlsomaesthetics or embodied aesthetic
experiences, sensory involvement and corporeal participation in-treative process.

The conceptual dimensions of the project extend any understanding of
AEur opeanness 0 albadere and suggeso theatistencé af European
and norEuropean perspectives, subjects and senses of belonging into a transcultural
space. The different scenarios ofTh&being
Machine to Be Anotheoffers to the pblic include gender swap, experiencing the
stories of new comers to Europe, as well as understanding impaired people. The overall
objective ofThe Machine to Be Anotheystem is to provide the aesthetic experience of
understanding O6tbehered fdnd ht bughghtempat hi
subject on both corporeal as well as emotional level.

The initial part of the chapter will present the media and technological
characteristics of the project as well as the background of its initiation. Nhext, t
discussion will turn towards theoretical perspectives on the interconnection between
neuroscience, virtual reality and interactive arts in the process of building empathy.
Then, several scenarios for interaction offered by the Machine will be taken into
consideration. The text will tackle the relation between interface design and levels of
immersion and identification. Thus, it will be questioned to what extent participatory
installationperformances athe Machine to Be Anothéave the potential to tnacend
cultural boundaries via media and interpersonal (corporeal) interaction. Therefore, the
outlined conceptual trajectory for building embodied virtual empathy as a modality of
cultural and creativerans-codingwill be explored as a constituent emeigielement of

transcultural aesthetics.

6.1 Summary of the project

The Machine to Be Anothé& an Open Source art investigative project addressing the

relation between identity and empathy. Designed as an embodiment system, it merges
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performative elem&s with protocols of neuroscience experiments in order to provide
users with the immersive experience of seeing themselves in the body of another
person. The project generates the aestheti
the understandingdf he GO ot her 6 b-pudgetwiptdalorgalityntechnalogyl o w
with real human performances. Thus, it offers to users the opportunity to obtain another
personds point of vi ew deteptesend®’e(theesensoeyr i enc e
perception of beingresent at another location.)

BeAnotherLab is composed of a transnational and interdisciplinary, or rather
A awtiis ci p*¥(asthayrlike to define themselves) group of artists, researchers and
activists, supported by a wide community of collaboratohe Lab has develop€ekhe
Machine to Be Anothewith the support of its Barcelodzased partneristhe Media lab
Hangar and th&niveristat Pompeu Fabra. In addition, during a fowmth art
residency at t h e LroS®abaddl, Spam éh®lachineuhasabeen Cent r e
tested as a O6soci al applicationd in a ser.i
local communities. The project has also participated within an event promoted by
Massachusetts Institute of Technology (MIT) in Madrid, called Mediditack Day,
where BeAnotherLab has designed rehabilitation and diagsygsisms in collaboration
with neurologistsThe core members of BeAnotherLab team are: Philippe Berfrand
Brazilian investigator, interdisciplinary artist and activist interestedinteractive
narratives and 2.0 tools of social intervention; Christian Cherene from Spain, who is a
researcher, performer and an interactive system designer, dealing with rehabilitation
game systems, hypdocumentation and neuroscience; Norma Desek&ermanborn
activist, feminist and writer, focusing on alternative forms of knowledge production,
political economy of art, science and technology; JJ Devereaux from USA
ant hropol ogi st and massage therapist dedi ¢c
Franco from Colombia working on interactive art and virtual reality, binaural audio,
embodiment and telepresence; Daanish Masood from Saudi Arabia, whose interests lie
in peacemaking, intereligious and interethnic conflict resolution, writing and
storyklling; Marte Roel a Mexican artist, lecturer and researcher on the intersection of
art and technology, embodiment and spatial cognition, emotional conveyance, play

behaviour and agency; and Arthur Tres from France, who is a programmer working on

®¥'Mi nsky, M. fnOmhi45p62 @umel9tdde o
http://web.media.mit.edu/~minsky/papers/Telepresence.html
38 See alshittp://beanotherlab.org/
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agencyand the empowerment of individuals and communities through digital mf&ans.
Encompassing these multiple disciplines, the Lab has specialised in creating diverse
experiences for various contexts, including art, conflict resolution, empathy, physical
rehabiltation and neuroscientific research. These experiential aspects have been
developed under a humaentred protocol and a communltgsed approach which
allows communities to solve a particular problem as viewed by them, collaborate and
duplicate researchutcomes. The installatieperformance format allows real people
(artists, activist and audiences) to interact with each other and with technology. Thus,
the objective of BeAnotherlLab is to Ause te
for social rela i ons rather t W4 he &ab cconducts infemal at i on .
interviews, workshops and debates with groups and individuals in order to design
installationperformances which deal with issues such as peaceful coexistence,
overcoming prejudices and solgindeological conflicts. The experiments are followed
by discussions about participantsd percept
world through the perspective of another person (in the cafe afsersand sharing
someoneb6s | icése ofttetpaformers(Thus, BéAhotherLab art collective
also aims at promoting empathy among individuals with different social, cultural and
ideological background§*

In terms of medial characteristic3he Machine to Be Anothetombines
elements of tepresence and performance to construct the psgblisical experience
of being present in the body of another person by situating users and BeAnotherLab
performers in two identical spaces. The uc
movements throughtilizing immersive goggles (headounted Ocolus Rift displays),
head tracking, wireless headphones, microphones, servomotor controlled cameras and a
computen the system is programmed in OpenFrameworks, Pure Data and OSC mobile
apps®. The user sees a raihe video recording from the perspective of the performer
i the video transmitted to h e swysegglesds generated by a wide angle webcam
attached tothe performer This combination of software and hardware creates the
sensory illusion that the usercdt at es and o6écontrolsé the mov
Furthermore, both of them are able to interact with objects and their own bodies.

Anot her scenario allows for experiencing

389 |bid.
30 see alstttp://beanotherlab.org/
31 gee alsdttp://www.themachinetobeanother.org/?page id=764
392 H
Ibid.
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thoughts and memories. For instarnibe, performemvears a microphone and tells a non
lineal narrative related to the objects in the room (photographs, childhood toys, mirrors
and others). Whenthe uselinteracts with a specific objectthe performer
correspondingly talks about his or her expnce and memories connected to this
object. In this mannerThe Machine to Be Anoth@rovides immersive understanding

of the relationship between identity, embodimamd narrative.

The project has been exhibited within a number of international drtfikam
festivals such as IDFA (the Netherlands) in 2014 and Tribeca Film Festival (USA) in
2015. It won the Learning, Sciences and Humanities Award from Laval Virtual
International Conferences and Exhibitions on Virtual Technologies and Uses (France)

andan Honorary Mention from Ars Electronica (Austria) in 2014.

« NAGHINE i
»BE ANOTHER |

(€9 experiment by BeAnotherLab

Fig. 51.The Machine to Be Another/ Documentation web page
http://www.themachinetobeanother.org/?page id=829

6.2 Embodied emathy as a subject of neuroscience research

The Machine to Be Anotiers concept ual and met hodol ogi ca
by published on the web, open access research on the interconnection between corporeal
experiences and empathy, which BeAnotladrLhas translated into a low budget
Creative Commons technology. Recent studies explore in how far embodied simulation
mechanisms, in particular of actions, emotions and corporeal sensations have
implications in the constitution of empathy and social ciogmi

For instance, Henrik Ehrsson and his colleagues at the Karolinska Institute in
Stockholm, Sweden have conducted experiments on studying how the brain constructs a
representation of oneds own body thesough th

such as wvision, touch, and proprioception
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the body regarding position, motion, and equilibrium). The aim of Group Erhsson is to
use neuroimagifg’and behavi oural methods townstudy h
body as an object distinct from the environm@MA mong t he Groupds i nve
the experi ment known as the Orubber hand
healthy subjects the sensation of owning dummy lirBhsging the experiment, healthy
individuals experience an artificial limb (rubber hand) as if it were part of their own
body. The subjects observe a facsimile of a human hand (the rubber hand) while one of
their own hands is hidden from vimlae Both t
stroked, repeatedly and synchronously, with a probe. Therefore, the subjects experience
an il lusion i n whi ch 0t he felt toucho c
correspondence brings the visual receptive field into alignment with the rubber hand,
resulting in activation of premotor cortex neurdfrs.

Another set of experiments conducted@rpup Erhsson reveals the existence of
a causal relationship between the representations of body space and perception of
external space. oxpehniraent hvasdcgrried oukz veith thef Help oft 6 e
participants who experience the ownership of a Barbie doll body and a larger than
human size body, i n order to test how t he
perceived size of external objects and distafte.

Furthermore, -ofthodwghl lansidomuwt Er hsson an
demonstrated that when healthy individuals experience being located in a different place
from their own body, they undergo a process of disowning this body and no longer
perceive itas a part of themselves. In this experiment, the conscious sense of self is
displaced by tactile manipulation and change in the visual perspective of the
participating subjects. It has been observed that this effect is best induced when the

brain has to @rform multisensory integration of stimuli. Thus, it can be proved that

393 Neuroimaging (or brain imaging) is a new discipline within medicine, neuroscience and psychology. It

involves using different techgques to image directly or indirectly the structure and the function of the

nervous system.

%94 See alstttp://www.ehrssonlab.se/

¥ Henrik Ehrsson, Charl es Sp érhafsemy dand AcRitycimnthe d E. Pa:

premotor cortex reflects feeling of owner s
http://www.neuro.ki.se/ehrsson/pdfs/Ehrsson_science_2004_with_SOM.pdf

¥Bjorn van der Hoort, Arvid Guterstamd&ondbodyenri k Eh
determine t he perceived size of the worl do. PLoS One 20
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there IS fa relationshi p -locatibrwie éhe lodalh e rep.
environment and the multisen®ory representa

At the same time, the discoverimirror neurons by Giacomo Rizzolatti and his
coll eagues at University of Parma in the e.
and how the O0selfdé6 bonds to the o6other. 6 Mi
performs a given action, but alsdien the subject observes someone else performing
the very same action. With this regard, the English film and theatre director Peter Brook
has claimed that mirror neurons reveal the mysterious connection betwestagen
performers and the audientcehe sight of a performing actor generates in the brain of
the spectator the same brain areas active
actions and emotior§® It could be further suggested that this perspective on the
function of mirror neurons alsent ai | s connections with Laur :
visuality (as a cinematic representation of bodies, gestures and textures) as a basis for
intercultural empathy, discussed earlier in the second chapter.

Consequently, in the case ®dhe Machine to beAnother virtual bodies or
dummy limbs are replaced by the body of the performer, whose role is to reproduce as
accurately as possible the movements of the user. Simultaneously, the user has the
opportunity to explore the environment through the body efpérformer. In order to
mai ntain sensation of embodi ment, each one
motion and behaviour as accurately as possible. Usually, the user and the performer are
situated in different places, which seem identical. Thdop®mer holds a camera
capturing her or his point of view, whose orientation mimics the head orientation of the
user by foll owing data sent by a sensor att
be stimulated by provoking the sensation of embodirttentigh the system. Moreover,
the narrated by the performer personal experiences are complemented with the
multisensory cues from objects manipulation. Thus, the narrative aspects allow for
further userodds I mmer si on i nnlyonaphysicalpbatr f or mer
also on an emotional level. The embodiment effect is enhanced by allowing for a real
tactile sensation instead of employing haptic devices (e.g. vibration motors) used in

neuroscience experiments. The Machine also provides the atepticof detailed

¥"Arvid Guterstam and He rssdekreaEbody dusimganaftfiobyi s owni ng one
illusion.d6  Cansciousness and Cognitic20(2) 21, 10371042, 1037.
http://130.237.111.28ehrsson/pdfs/guterstam_ehrsson_2012.PDF

3% CraigheroRizzolattiand Corrado Sinigagliafirrors in the Brain: How Our Minds Share Actions,

Emotions, and Experienc@Oxford: Oxford University Press, 2008)
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gestures and movements, such as fingers motion, which traditional computer vision
tracking systems are unable to achieve eddily.

A white paper published by BeAnotherLab indicates that the performers tend to
copy the movements of usersthwa certain delay, although the head tracking controls
the camera in real ti me. According to the
motion latency and replicate movement slowly in order to achieve a higher
sensorimotor contrdf® With this regard, tie Lab establishes a connection with recent
studies on embodiment, which have demonstrated that in the case-timeshlead
tracking and heathounted displays in a virtual environment, there may not be a
requirement for concurrent physical stimuli, sirtbe former involve motor acts and
corresponding perceptual changes comparable to the physical reality.

A research conducted by the Event Lab at the University of Barcelona questions
the extent to which one can experience virtual body representation aithmmersive
virtual environment as her or his own biological body. For the purpose, it has been
suggested to address fithe ensemble of sens

inside, having, and controlling a body especially in relation to Virngality

applicationso as Sense of Embodi ment ( SoE.
Embodi ment can be understood in rel-ation t
l ocation, the sense of ageffcy, and the sens

In this context, BeAnotherLab employs the three variables of Sense of
Embodiment and the observation that the strong illusion of being in the location
depicted by the virtual reality can occur when the sensorimotor dimensions for
perception are similar to those within thieysical reality, or when the participants can
perceive with their bodies in the same way as norn3IWith this regardMaria V.

SanchezVives and Mel Slater claim that:

The key to this approach i s t hat t he sense 0
environnent] isgroundd on t he abi | iRoyexamgle, ibtleidualt her e ( é)

9 5ee alsdittp://www.themachinetobeanother.org/?page_id=764

“0phijlippe Bertrandd The machine to Be Anotherd: Embodi ment Per
among IndividualsOnline http://www.themachinetobeanother.org/wp
content/uploads/201380THE_MACHINE_TO_BE_ANOTHER_PAPER_2014.pdf

“OlKonstantinaKi | t eni , Raphaela Groten and Mel Slater, HfAThe
in Presence: Teleoperators and Virtual Environme@&12), 373387, 3745.
402 philippe Bertrand Th e Ma ceh i Amneo tthoerB5: Embodi ment Performance

among IndividualsOnline http://www.themachinetobeanother.org/wp
content/uploads/2013/09/THE_MACHINE_TO_BE_ANOTHER_PAPER_2014.pdf
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fl ow indicates a walking motion, presence shou
body movements correspond to real walkiffy.

Moreover,Sanchez/ives and Slateremphasize thahi headmounted display systems

(where all realworld visual input is removed) the sense of presence in the VE is
enhanced, if the visuospacial perspective of the user is egoé&h@imilarly, other

studies conducted by Ehrsson Group have proven thatifidamon with an artificial

body is greater from firgberson perspective than from thipdrson perspectivl®’
CorrespondinglyThe Machine to Be Anothaflows for a subjective visual perspective

and firstperson camera shooting, which trigger the partip ant s 6 -®oatos e of s
and immersion.

Another range of studies suggests that the interconnection between mirror
neurons and empathy goes beyond the observation of physical action and it can be
relevant also in relation to social skiffS. BeAnotheLab has employed exactly this
potential of mirror neurons in order to design the experiences of virtual body extension
into different social, cultural and ideological contexts.

In this direction, recent experiments have proven thatotledfr overlap obody
representations could play a crucial role in social cognition. An investigation conducted

by researchers from Royal Holloway University of London, Central European

University | Budapest and Radboud UniversityNi | megen empl oy the 0
handi | usi ond i n or dlenned padicipantscan ewaershimp of & dardg h t
skinned hand. The study questions whether implicit racial attitudes could be altered via
increased selbther bodily overlap and it proves that the illusory ownership of-dark
skinned limbs is an effective way to reduce negative racial attitudes towards dark skin
and outgroups in gener&l’
Similarly, researchers from Event LaldUniversity of Barcelona, University of
Rome and University College London, have tested that racis tecreases when
participants embody virtually dark skin bodies. Apart from using virtual reality
403 Maria Sanchex’ i ves and Mel Slater fAFromudhe¥ienceal oR€alnis
Nature Reviews Neuroscien¢2005) 6.4, 33339, 333.
404 |pid.
405 See alsdPetkova, V. I., Khoshnevis, M., & Ehrsson, H. H. The perspective matters! Multisensory
integration in egeentric reference frames determines-hddy ownership. InFrontiers in Psychology
2, 35 (2011).
““Opber man, L., Pineda, J. Ramachandran, V. #AThe huma
observation and s 8aci abgn Affect | INsudosci (A0GV), 6266.
http://scan.oxfordjournals.org/content/2/1/62.full.pdf+html
“’"Mai ster, L., Sebanz, N., Knoblich, Gskinnedtmayki ri s, M

reduces i mpl iGognition12&(2),(2@lB), 1661L78.s 6 i n
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representations, the study involves measur
racial Implicit Association Test (IAT) comparing results from thredays before the

experiment and immediately after the virtual reality exposure. The research outcomes
indicate that embodiment may change negative interpersonal atfitfides.

The mentioned experiments signify that embodiment plays a significant role in
the onstitution of virtual empathy. Furthermore, they reveal the potential of virtual
reality and embodied experiences to contribute to processes of transculturation. Thus, as
suggested in the previous chapters, the experiential and corporeal dimensioasve cre
and artistic expressions could trigger crosffural understanding and affiliation.
Furthermore, it can be noted thahe Machine to Be Anothelirectly employs the
potential of virtual reality and embodiment to overcome discrimination by offering
several scenarios for interaction related to race, gender, physical ability and open

structured interpersonal exchange.

HEAD MOUNTED DISPLAY

HEADTRACKING

SERVO
ENGINES

contn cancz's

pat, il and rol

SET UP 1: PERFORMER X USER

Fig. 52.Basic functional diagram of the system:
http://www.themachinetobeanother.orgAvp
content/uploads/2013/09/THE_ MACHINE_TO_BE_ANOTHER_PAPER_2014.pdf

““®peck, T. C., Seinfeld, P8tngyodselfinthe skin of SblackMwvatar & S| at
reduces implicit racial bia® Consciousness and Cognitid?2(3), (2013), 779787.
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6.3 Virtual empathy via interface design and immersive aesthetic experiences

The Machie to Be Anothehas certain characteristics of a variable media arffiork

since its medial specificity suggests mult

interaction. The participatory character of the installation entails that each user can co

create a specific experiential progression, resulting in numerous versions of the same

work. Lev Manovich considers that variability is a characteristic not only of new media

artworks, but also of every finew mandi a obj

for all, but something that can *¥Wihst in d

this regard, the following section will establish a conceptual interconnection between

media variability and processes of transculturation. The constitutiora$cultural

identitie(s) is a noifixed, dynamic and processual construction, defined by variability

and ceexistence of multiple versions of belonging and identification. Thus, at macro

level, trancultural identity formation resembles the unfixed stdtasnew media object.

Moreover, it can be hypothesized that the experience of multiple and different (cultural)

versions of oneself via a variable media work, sucfitzes Machine to Be Another

could stimulate oneds tr alRusghemnmobre, the differeneewar e n e

scenarios that the Machine offers at a micro level, related to gender, race and mutual

understanding, are also vital for triggering processes of transculturation. Similarly,

Bolter and Grusin have suggested the generation tfaliempathy via identification

with avatars and vir t tHaOveral, & sheuld bexcensidered o ne 6 s

that the incitement of transcultural dynamics and embodied empathy within virtual

reality depends on the artworkdds interface
According to Friedrich Kittler the convergence of all media and the

digitalization of information erase the differences between media specificities. Then, the

extinction of mediums is reduced to surface variations, which are distinguishable only

as differentinterfaces. Kittler sees the alteration of analogue image and sound into a

computer code as a factorf?ifnorcotnhter alsots swiotfh f

view, it can be argued that in the domain of new media arts, it is exactly the interface,

which releases a (poly)sensory experience.

4% The concept ofariable media arhas beeinitiated by the Variable Media Initiative and the artist and
curator Jon Ippolito from Solomon R. Guggenheim Museum, New.YDnk Variable Media approach
has suggested and implemented a medndependent preservation practices of obsolete media art.

19| ev Manovich, The Language of New MedigCambridge: The MIT Press, 2003%.

“11 Jay David Bolter and Richard GrusRemediation: Understanding New Medig@ambridge: The MIT
Press, 2000R47.

412 EriedrichKittler, Gramophone, Film, Typewrite¢Stanford Stanford University Pres4999), 12.
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In Virual Art: From lllusion to Immersion(2003) Oliver Grau, thoroughly
discusses the relation between interface and aesthetics and distinguishes a range of
immersive experiences, which happen through differenterface features. Grau
explores the phenomenon of immersion from an art historical perspective, claiming that
the idea of placing the viewer into an enclosed image space of illusion in order to
initiate a feeling of being withirthe imagesdoes not origing with the technical
i nvention of virtual real i ty. Graudbds examp
image environment include older visual media such as frescos, paintings, panoramas
and film. Still, the original purpose of the immersive effeshains the samieit o gi v e
the viewer the strongest impression possible of being at the location where the images
a r &3%Moreover, Grau comments on immersive virtual environments from the end of
the 199006s, r el e as e d-callett mamwaligtdrface. Such istdifaca g, or
features heathounted displays (HDM) and cave automatic virtual environment
(CAVE)*% the former of which has been employed Hye Machine to Be Another.
Within such immersive (and oftesmeinth@maest he

physical space is dominated by a psychological and embodied absorption into the

virtual environment . According t o Ol'i ver
intellectually stimulating process, 0 howev
menga | state into another, Afcharacterised by
shown and increasing emoti ona’f THersaciall ve ment

dimensions ofThe Machine to Be Anothehowever, entail that the interdependence
between intedice and aesthetic experience could be released via a balance between
kinaesthetic and intellectual involvement. Furthermore, the performative characteristics
of the participatory installatiomhe Machine to Be Anotheadd a theatrical element to

the aesthec dimensions of the work. In this regard, Brenda Laurel finds a direct co
relation between digital technology and dramatic forms and argues that interface design
and humarcomputer interaction is based on, and could be analyzed via a theatrical

paradign’**® The chronotopé!’ of The Machine to be Anothezxplores several

“3Oliver Grau,Virtual Art: From lllusion to Immersion(CambridgeThe MIT Pres2003),14.
414 CAVE installations have the shape of a cube, whose six surfaces can be used as projection screens,
fllérrounding the viger(s) inside, who wear 3D glasses in order the perceive the image environment.

Ibid. 13.
416 Brenda LaurelComputers as TheatréAddisonWesley Professional"?Edition, 2013.
“"Bakhtinosotnameda oamd od an uilderstandingmimersive artiinstallations, whose
experential dimensions depend orspecific tempaal and spatial interconnection. The use of the notion
of chronotop within immersive art has been also suggested by Anna Tchernakova in
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scenarios of performativity, that allow users to transcend gender, cultural and ethnic
boundaries. Thus, the offered sgis evoke processes of transculturation, which is

triggered on a corpeal level.

6.4 The Machine to Be Another scenarios for interaction

The Gender Swap scenario involves the participation of two users from different
genders who virtually exchange their points of view and bodily features. The
embodiment perceptionise@d ed by synchronised mimicry of
thus both participants must agree upon f ol
The sensorimotor ceelation between users also raises awareness about the limits of the
other person. The Gendew&p setout of The Machine to Be Anothdras gained
international popularity in relation to addressing gender identity and queer theory
approaches. It has been a finalist of the Fast.Co Design Awards (USA) and presented at
Mu Art Space and Het Nieuwe Instut (the Netherlands) and the Digital Art Centre
Taipei (Taiwan), among othet¥

The gender bending scenario aims to destabilize essentialism and sexism, by
creating an interhuman body transcendence that may generate shared perceptions and
mutual undersinding. The artwork does not exploit exclusively aspects of gender
perfomativity, but rather establishes a pgshder embodied equality, which
transgresses the socially induced dualism between women and men. In thigkense,
Machine to Be Anotherendes the user into &yborg identity, to employ Donna
Harawayodés metaphor. The cyborg, Har away ar ¢
and hierarchical dichotomies between self and other, mind and body, organism and
machine, public and private, nature andlture, male and femafé? Har away 6 s
manifesto aims to reverse and displace persistent in Western tradition logics and
practices of domination fof all corfdtitutec
The self i's At he On eodsautdnomoussbut witose daonemt nat e d

positionisanillusionia di al ecti c of apocalypse with t

6Chronovi st dconc e ploringanew apmdaches ito stnuetdrihgandrrativeeinc interactive
immersive audio/visual medi@University College, London, 2015).

“®Seeal so Bertrand,achthinlei pipoe Bfied TAreotMier 6: Embodi ment
Empathy among Individuals. Online  http://www.themachinetobeanother.orgiwp
content/uploads/2013/09/THE_ MACHINE_TO_BE_ANOTHER_PAPER_2014.pdf

“9 Donna HarawayfiA Cybor g Mani festo: sci-femnsm,n thedaehnol ogy

t went i et hThe EybedrculturgsoReadéed. DavidBell and Barbara M. Kennedy) (London and
New York: Routledge: 2000), 302.
*9bid. 313.
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mul tiple, without <cl ear *“*bAzcomidgato Ygrawdy,r ay e d ,
however, hightech culture challenges thesaatisms. Then, the image of the cyborg

emerges as a pestentity resolution between the Self and the Other. Thus, the gender

swap scenario has the potentialttans-code the social construction of gender at a

corporeal level. Moreover, | would suggestth, t o a certain degree,
theory could be also understood as synonymous to the transcultural paradigm, since

both entail overcoming of essentialism and binary oppositions.

g Gender Swap - Experiment with The Machine to Be @ | SET UP B: two users with
“=—__Another

from BeAnotherLab

o
¢ |
—e l“ d Mounted Display 2

Fig. 53.Gender Swajp investigation on Gender Identity, Quédreory and Mutual Respect
http://www.themachinetobeanother.org/?page_id=1000

The negotiation of boundaries between socially constructed dichotomies is
pursued by BeAnotherLab not only inlaton to gender, but also to race. In
correspondence to earlier discussed research on subverting racial bias via virtual reality,

The Machine to Be Anothesffers the secalled empathy towards an immigrant
performance. Uséretesae thenaves in thd bodpiwsussoupha who

is an immigrant from Senegal, living in Spa¥oussoupha shares narratives about his
childhood, his passionfatance and his story of i mmigrat:.
interactionwith specific objectsin comparien with neuroscience experiments (using

virtual reality avatars to convey identification with datknned body), the Machine

creates an embodiment system via providing a-tneed interaction between two
persons. The automati c aegu aStéiaanio , b eotfweeerne do ib
scenari o, coul d be probl emati zed as a sti
enforces stereotypical perceptions of immigration. The opportunity for building a
dialogical relationship between the participating individuahowever, entails a

trarscultural potential. With this regard, a diversity of participants and multiplicity of

**bid.
209


http://www.themachinetobeanother.org/?page_id=1000

Imaginative Extension of the Self ir@oiltural Othersi Lora Markova

shared personal narratives of (im)migration, could enhance transcultural empathy
between self and cultural others.

In this direction, BeAnottrLab has encouraged the organization of
performances, especially dedicated to understanding the experiences of new comers and
asylum seekers in Europe. In August 2016 the Lab showcased a programme of
embodied narratives at Somerset House, London in co#iibn with Good Chance
Theatre. The performances allowed to inhabit virtually the body of another person and
to experience the perspectives of workers, volunteers, and refugees. This series of
narratives and installatigperformances focuses on trigggyim-depth understanding
about asylum, displacement and everyday life in a refugee camp. At the same time,
BeAnotherLab foresees the organization of workshops for theepogded video
narratives at Hangar Lab, Barcelona. MoreoVée Machine to Be Anathsetups are
participating within the Pixelache Festiva
Helsinki in September 2016. The conceptual framework of the festival suggests that
empathy could be learned through bodily presence, experimental comtimmiad
embodied and alternate visions of percepffén.

From a broader perspective, BeAnor her L
researchers intend to deepen into tackling social issues, such as conflict mediation,
(trans)gender identity and mutual respé . The methodol ogi cal de
future experiments foresees to include qualitative questionnaires in order to evaluate the
efficacy of the Machine for generating embodied empathy. Thus, the potential of each
thematic scenario to transcend cudiyethnic, gender and other forms of discrimination
can be explored to a greater extent. Thentrdres-codingpotential of the Machine can

be studied as a subject of a capecific ethnographic research.

Fig. 54.Empathy towards an immigrastenario http://www.themachinetobeanother.org/?page_id=829

422 gee also festival webpage: http://festival.pixelache.ac/posts/pixeiestieal2016interfacesfor-
empathy22-25-9
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6.5 Through the subjective camera of another
My personal experience witlthe Machine to Be Anothdook place at Barcelona
Centre 6r Contemporary Culture (CCCB) in January 2016. The participatory
installation was exhibited within the exhibition +HUMANS at CCCB. This context
guaranteed a selection of interactive and immersive art works, dealing with the social
and ethical dimensionsf @merging technologies and their role in the existence of
human specie§?®

Similarly to the described above Gender Swap repertoire of actions, the
installation allowed for interaction between two randomly chosen members of the
audience (thus, | could panpate with a Spanish teenager visiting the exhibition with
his mother and younger sister.) The teenager and | were directed into the process by
BeAnot herLab performers, who explained it i
synch. The teenager arldwere seated on identical chairs, facing each other and
mirroring each otherds gl ance. A white cur:’
two symmetrical halves. Then the headunted displays were inserted, so we could
look through a cameraye. Tle first image through the goggles you would imagine is
your own legs, seated body and hands. The sensation of unfamiliarity is disturbing as
i nstead you encounter someone el sebs corpor
play with an object amanekneko( a Japanese fAbeckoning cat o,
AiChi nese ). Thelexpectatimrts dor perceiving the object through your own
viewpoint is replaced with a subjective camera recording taken through the eyes of your
counterpartYour own tactie actions of holding the object are substituted with similar
actionsexecuted by the hands of the other particip&htis, the coincidence between
visual and haptic perception produces a feeling of owning unfamliar fingers and hands.
Then you are asked taimic gesticulations, shown by the performers on both sides of
the room. Once again, you experience your own movements as being released via the
body of theother person. The third stage of interaction offers a free @perctured
choreography between ya@nd your equivalent part. Within this process, initially you
become responsible for your own body only as a prototype of the motions of the other
user, what the creators from BeAnotherLab define as sensorimotor control. The
perception of control or leadjns constantly negotiated as each one awaits or initiates a

movement within a certain time lapse. You realize that your motions are meaningful

423 5ee also exhibition webpage: httpwWw.cccb.org/en/exhibitions/file/humai 29032
424 Due to its popularity among shops owned by Chinese merchants.
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only if they are reproduced by the other participant and generate a continuous circuit of
a sensorimotor play.i@ultaneously, your own movements become a function of the
ot her per sioyndwr glesdwretsarts to simulate th
transforms from a prototype into their replica. The aesthetic experience happens on the
shifting boundary beteen being yourself and the other, within a liminalpb@tween
space of double identification. It offers a dual sensation of presence within your own
body, plus a sense of embodied telepresence within the body of the other participant.
Thus, the overall imersive experience shifts between being someone else and
concurrently preserving your own corporeal consciousness. It could be suggested that
the experiential dimensions of transiting two bodies and inhabitmgpad third space
in between, also resemBl¢he ambiguity of identification and identify fragmentation,
inscribed in the transcultural model. The freedom to be different from others as well as
from your own sel f, i n correspondence wit
emerges as a relevantnoeptual framework. Surprisingly, the final episode of the
performance involves looking into a mirror, thus instead of your own reflection you
encounter the fulsize image of the other person. Next, the mirror is removed and once
almost convinced you hay®come another, you are also invited to shake hands with a
webcam rendering of your own sélfreattime recorded through the eyes of the other.
The multiplicity of selfreflexive perspectives and sensorial output function as a
disruptive camera that rupts regular modes of perception and reveaultiple
complementary views. SimilarlySuhr and Willerslevhave argued that the
destabilization of our commesense perception via disruptive montage could transcend
cultural boundaries. As discussed in tlieviious chapter, according to them, montage
offers a tool to break the mimetic dogma and make the invisible visible, also in terms of
social theory’® Then the empathic potential of the Machine can be discovered in the
very possibility for self destabilizaton and i magi nary extension
versions.

The phenomenological description of the Machine, to a certain degree, reveals
the wor kdés corr el adrduibvideotara Closkireuit gdeodirectlyof c | oS
transcends the visit from a spectator into a performer within the imagery environment.
This effect is achieved by transmitting a video signal esiba recording of the viewer

and simultaneous screening of her or his behaviour. According to Margaret Morse,

“?Rane Willerslev and Christian Suhr, AlinSuhroducti on.
and Willerslev (ed'ranscultural MontagéBerghahn Books, 2013), 9.
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closedcircutvi deo pl ays with fApresencedo, since th
and sound of visitors t o -cocoitinstallationnegpfores moni t
the fit between images and the built environment and the processes of mediating
identity and pw e *?° @ften closectircuit video art explores conceptual connections

with surveillance technologies. Contrary, according to my experi@iee Machine to

Be Anotherdoes not entail the perception of being observed and panoptically
enveloped. This sensatios achieved by the coincidence of both functioreeing the

object and the subject of garewhich is conveyed via firgberson perspecte. The

employment of what can be defined ascloseekcircuit subjective camera rather
enhances t he dthesi®imae@ndantemersonal claaracter of the work.

From a cinematic perspective, the aesthetic experience of wearing goggles and
embodying the optical angle and corporeal features of another person resembles motifs
from Kat hryn Bi dne $Strang® Baygto9d), as apfilmnréferehce for
the use of subjective camera and technically achievedefelentiality. Strange Days
takes place in a crimgriven Los Angeles during the last two days of 1999, and the
first-person camera angles recreatet mané6s experiences of (vir

crimes. In the rise of the new millennium, the new addictive hip entertainment is

Aijacking ino by attaching an il l egal Asqui
directly from t drtex. Wheraplaged Bask thcoagh a Miniide c

devi ce, it allows the user to embody the r
This virtual reality sensation #fAis not I i

S 0 me o n & &Gteaight romeheer e br al as thenrtotvd x,66 pr ot agoni s
Nero (Ralph Fiennes) seductively explains. Wigliigeange Daysemploys subjective
camera to convey obsessive exploitation of the seftesMachine to Be Anotheses
first-person webcam shooting (undoubteg | ess spectacul arly |
aesthetics) in order to generate potential empathy with cultural Others.

According to the specificities of my person interactidime Machine to Be
Another generates interpersonal identification as an exchange ofreafpopulses.
The lackof cultural references (be it in sensorial or narrative form) makes irrelevant a
potential crossultural exchange. Still, the destabilized comrsense perception of
reality serves as an ext endgltpleversionk, whiche sel f

corresponds to the model of transcultural identity formatiohugmented by the

42 MargaretMorsefi The Body, t he | negtewe edimddlitiesriaevisop, Media | n
Art, and Cyberculturg(Indianopolis:indiana University Press, 199862.
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disruptive closegtircuit subjective camera of the Machine, the diverse scenarios for
interplay and pregecorded narratives on the topics of race, genaération, asylum,

among others, potentially trigger deeper emotional and empathic engagement.

LA MAQuiNa
DE SER UN ALTRE

TO BE ANOTHER LaB

Fig. 55. Imagesaken at CCCB, Barcelona in January 2016 (personal archive)

6.5 Conclusions: the European&@f6 i n t h e cukbuhaloOthers o f 6

The objective of this chapter was to explore the potential for embodied transculturation
via the analysis of the investigative art project The Machine to Be Another by
BeAnotherLab. The fist sectioned focused on recent studies, which explore in how far
embodie simulationmechanisms have implications fitve constitution of empathy and
social cognition.

A summary of recent neuroscience research experiments revealed the
interrelation between embodiment and processes of identification between self and
others. Fo instance, Group Erhsson uses neuroimaging and behavioural methods to
study how one could experience oneds own
O0rubber hand illusioné experi men-of-podyot he
i | | u svéabhowbthercanscious sense of self is displaced by tactile manipulations and
change in the visual perspective of the participating subjects. Moreover, mirror neurons
explain he generation of empathy when a subg@iterves and performs corresponding
actons, or when a subject observes someone else performing the very same action. This

view was extended into the suggestion that the function of mirror neurons also evokes

b c

connections wi t h Laur a Marksdo film theory

represerdtion of bodies, gestures and textures, which could be understood as a basis for

building intercultural understanding.
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