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Foreword - Publisher's Foreword

Gregory J. Seigworth


Once you have disabused yourself of the notion that a body stops (or starts) at the surface of the skin, discovered that an interface is less like a screen but more of a sieve, and dis-assembled an event so that it is no longer contained within the spatio-temporal envelope of its arrival but, instead, bleeds through its peripheries in all directions (futures, pasts, and meanwhiles), then the lessons of this book will have been reached by purposefully and generatively shaking free of the readymade shapes of its three constitutive features.

Over the course of this text’s production (in the midst of international zoom meetings, countless emails, mishaps with spam filters, technical breakthroughs and breakdowns, translational and image-resolution challenges, a worldwide pandemic, and more), the frame-up of ‘affects-interfaces-events’ has been relayed often enough to have become, among us, one single bloc of sensation. Like any oft-repeated phrase or portmanteau-word or slogan/brand/rallying cry, in its repetition as singular designator of a highly particular aggregation of incorporeal and material processes, it is sometimes easy to lose hold of the remarkability that the composition AFFECTS-INTERFACES-EVENTS weaves together as it slips off the tongue and into ordinary speech, into everyday conceptualizing and theorizing, as it nestles in and among mundane practices of human and other-/more-than-human comportment with technologies.

Combined these chapters offer what might be one of the most sustained reckonings yet with Deleuze’s postscript on societies of control (now thirty years on) as told from the human/nonhuman standpoints of the modulating sieve, the coils of the snake, the moment-by-moment re-balancings of the surfer, the vacuoles of non-communication. One can read Deleuze (and Foucault’s) history of socio-political formations as emphasizing slightly different registers of affect/interface/event: following from sovereign societies as the modulations of affect drew direct lines of consequence from the body of the sovereign to the physical bodies of their subjects (‘affectio’, as body-to-body contact/impingement) and, then, the transition to disciplinary societies as intertwined power-desire moved through continuous lines of variation to form the encasements and subsequent internalizations of mechanisms of surveillance (‘affectus’ as passage within/between intensities) to, finally now, the sheer-everywhere-at-once-ness of the environmentality of cybernetic feedback and control (affect as immanence). These three registers of affect—encounter (with), transition (between), plane (of)—are the Spinozist lenses through which a great many of the contributions to this book can be grasped. Their insights give us an incredibly potent array of angles onto the challenges and opportunities of our contemporary moment.

In their array, this collection works to defamiliarize much of what we think and feel that we already understand about interfaces/affects/events: as either a whole bloc or in their singular-plural shapes. The chapters reveal how interfaces—ubiquitous, mutable, mobile—have come to move alongside (in real-time) and quite often ahead of the tempos of the living and the non-living. Insinuating themselves with the proprioceptive as well as the insensible, the interface is never merely a kinaesthetic prosthesis or an elasticizing skin but, more so, a texturizing weave of entrainments, opacities, signaletic materialities, rhythms, and speeds. In their contemporary intersection with interfaces, events turn increasingly anticipatory (albeit always open to re-negotiations with the aleatory), often nudged along by algorithms that detect and then forecast—with aims to dictate and/or disrupt the micro-routines of bodies-machines-environments. Through all of this, affects swerve, stick, and smear as oversaturated ambiances, sensations, and intensities come to sludge together, continuously interlacing (loosely or tightly knotted) points/lines/fields of variation: akin to thickening atmospheric swathes or palpable palimpsests, as slabs or layers of encounters swarm, accrete, fold, slough off, crack, peel back.

This, perhaps then, provides a glimpse into to why this book’s cover image—a vivid patch of Erin Manning’s deep blue indigo quilt-work “Collective Fabulations: Propositions for Social Dreaming” with its unevenly stitched-in garments, its wound-like gash, its haptic crinklings, its embedded-networked sensors for registering bodily shiftings—offers up such a resonant visual analogue to the ways that these chapters fold and unfold their contents. Smooth and striated, pieced and layered, multi-colored and multi-textured, quilts are in and of themselves events, affects, and interfaces: of fabric and labor (often collaborative), of comings-into-patterns of coherence through an assemblage of skill and intuition. Frequently given as gifts, quilts can draw together intimacies of cherished fragments from one’s lived history and cast them forward into another’s future. What can a quilt do? What happens when we pause to consider the ways that an image of feeling-thought can itself be quilted, when there is a generative overlap of compositional features that perpetually settle and unsettle, that raise questions about what counts as fit and what’s “unfit”? In the same ways that a quilt can lift up and fall around, initiating an infinite series of enfoldings and unfoldings, providing affordances for multiple postures, readjustments, and nestlings—what happens when quilted feeling-thought, to put all of this into a single word, imbricates?

Is it any wonder then that Imbricate! Press could not be more delighted to have this volume as the inaugural release for our open-access (and physical) book imprint? This is the kind of book that rearranges the distribution of the insensible alongside the sensible, and, best of all, it offers its readers the conceptual tools for taking their own paths (and quilting together their own patchwork) toward the discovery, disabuse, and dis-assembling of affects, interfaces, and events.

Introduction - Affects, Interfaces, Events

Bodil Marie Stavning Thomsen, Jette Kofoed, and Jonas Fritsch




This book addresses how the proliferation of digital and interfacial technologies produces an intensified distribution of affect in most aspects of our daily lives. Interfacial encounters imply a folding between “being in the body and representing/mapping the body from the outside” (Munster 2006, 142). Our key concern is to analyze the often-complex interfacial entanglements between our online and our offline being-in-the-world, since the distribution of affect modulates our very existential conditions. The individual chapters of the book investigate, in numerous ways, how affective interfacial events—on a micro and macro-level—are reinforced by or challenged by these conditions. The major concerns that we consider are: what happens in specific interfacial encounters, how interfaces modulate, how tonalities are brought forth or can change environments, how attunements happen, and how interfacial spreadings operate on affective, aesthetic, and political levels of exchange. These investigations are carried out from a transdisciplinary starting point, bringing into creative resonance a multiplicity of concepts, methods, and empirical examples throughout the overall framing of the book.

The individual chapters of Affects, Interfaces, Events relate to interfacial events produced and received as (real-time) encounters within global electronic and digital media networks, but the chapters also attend to a wider consideration of events including the circuits of analogue and electronic media. The examples offered within the chapters include actual interface designs, artworks reflecting on or an-archiving the operations of interfaces, interfacial city planning as well as media ecologies that stress or intensify interfacial encounters. The enhancing of joyful encounters as well as tiresome ones are explored in detail. In this sense, the term ‘interface’ should neither be read as a technical term covering operations and functionalities (e.g., adhering to AI, to big data, or to surveillance capitalism); neither should it include all kinds of exchange taking place between more entities or conditions.

The critical ambition of this book is to dive into the oscillations of the three key terms—affects, interfaces, events—and to decipher the vibrations, modulations, and shifts occurring in the “signaletic material” (Deleuze 1989; Thomsen 2012) of data (algorithmic or not) that forms our contemporary condition. In asking the question, ‘What do interfaces do?’ it is the intention of this book to unpack the affective implications of how interfacial encounters take part in events.

In other words, the overall contribution of the book extends the well-known question, ‘What can a body do?’ in Spinoza and Deleuze (Spinoza 1677; Deleuze 1988; Gregg 
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The notion of affect does take many forms, and you’re right to begin by emphasizing that. To get anywhere with the concept, you have to retain the manyness of its forms. It’s not something that can be reduced to one thing. Mainly because it’s not a thing. It’s an event, or a dimension of every event. What interests me in the concept is that if you approach it respecting its variety, you are presented with a field of questioning, a problematic field, where the customary divisions that questions about subjectivity, becoming, or the political are usually couched in, do not apply. (Brian Massumi 2009, “Of Microperception and Micropolitics”).

This chapter is the result of a decade-long research engagement at the intersection between interaction design and affect studies. Through the prism of the interactive sound installation Voice Pump created during the timespan of the Affects, Interfaces, Events research project (see introduction), the aim of the chapter is to investigate the crafting of the installation as a form of transdisciplinary problematization of an emergent research agenda on affective interaction design. In Putting Problematization to the Test of Our Present (2019), Isabelle Stengers mobilizes the notion of problematization as it appears in the work of the late Michel Foucault—via the work of Gilles Deleuze and Etienne Souriau—to constitute a “keynote philosophical ethos of experimentation on ourselves in the present” (3). Stengers characterizes the present as “Catastrophic Times” (2013), demanding vigilance on an existential level towards crafting new “ontologies of ourselves” (2019, 4). To Stengers, we must allow ourselves to be “touched by” sensible events in the present that can be transformed into a call for action to change the current state of affairs. Changing here entails engaging with “reclaiming” and “ethopoetic” practices “aiming at the generation of ways of living, feeling and thinking that challenge social norms and manifest the transformative power of truth … in order to experiment with the possibility of living in the capitalist ruins (2019, 13). Stengers emphasizes that a form of critique from the ‘outside’ is not an option; instead, problematization situates critique as a form of relaying practice “‘at the frontiers’, as the cultivation of a philosophical ethos, carrying out the work of thought under the experimental form of a historico-practical test imposed by our present, inseparable from the modes of problematization our present makes us capable of” (2019, 11).

Voice Pump is an air-based interface for attuning to the differential qualities of voices created by digital artist Mogens Jacobsen and me, the author. The interactive sound installation lets you ‘pump up’ voice recordings of around 20 diverse, both native and non-native, Danish speakers reading out loud the same page, an official “Learn Danish” textbook used in Danish classes offered by the municipality. Pressing the rubber pumps moves the recorded voices from low to normal to high pitch based on the airflow. You have to maintain a steady air pressure to hear the entire voice recording at a normal pitch, but you can also explore the low and high pitches to accentuate different affective qualities of the voices.

[caption id="attachment_58" align="alignnone" width="2048"][image: ] Figure 1. Physical form and pressure interaction with the Voice Pump. You need to maintain a steady airflow to make the voice speaker. Photo by Jonas Fritsch.[/caption]

Voice Pump explores the potential in creating an interactive sound installation that lets people listen to and interact with actual voice recordings using rubber pumps as interaction devices. By using rubber pumps, the connection between controlled airflow and the spoken human voice is explored by using digital technologies. When interacting with the Voice Pump, the primary aim is not to engage directly with people’s stories on a level of content. Rather, the aim is to engage people affectively through an experimental interface that allows them to attune through affective interactions to the paralinguistic qualities of voices, the qualities associated with these voices and the gestures involved in speaking a non-native language.

Problematizing the process leading to and the actual design of the Voice Pump will be retrospective since it attempts to revisit and relay findings from the project into a condensed format for others to engage with. At the same time, the project also points toward future explorations and cross-fertilizations across affect studies and interaction design, and beyond. In the chapter, I will show how at least two thematic trajectories might be distilled from this namely, 1) developing an affirmative ethics of technology exploration in affect studies fueled by digital design experiments and, 2) sketching out an ecological alter-politics of interaction design that directly engages with our present sociocultural, environmental, and mental crises on an ecological scale based on affect theoretical insights (Guattari 1989). The ‘problematic fields’ (see the Massumi opening quote) that have appeared out of the intertwinement of these trajectories has been fueled by an affect-driven inquiry that has both led to a personally motivated “ethos of experimentation” (Stengers 2019, 3) and the concurrent formulation of an emergent research agenda on affective interaction design as a conceptual and practice-based starting point for living out this ethos. In this respect, the chapter is also an exploration of the intersection between the personal and the collective, between living and (design) research. First, I will begin by sketching out what is meant by affective interaction design in the context of this chapter.
AFFECTIVE INTERACTION DESIGN AT A GLANCE

Affective interaction design synthesizes trajectories from Human-Computer Interaction (HCI) (Picard 1997; Norman 2004; Lottridge et. al. 2011), interaction design (Sengers et al. 2002; Aboulafia 
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For much of the relatively short history of computational interfaces, designers have emphasized the importance of naturalism and its place in aiding ease of exchange between humans and computers. In the musings and applications of Donald Norman (1990), Allan Kay (1990), and a generation of human-computer interaction (HCI) thinkers and engineers throughout the 1980s, the desired aim for human-computer interaction was the erasure of a physical and existential space that maintained the distinction between computation and human agents. Many of these early currents in HCI fell into two camps in their approaches to, for example, the centrality of interfaces in computation. On the one hand, an interface such as a GUI was seen—and has increasingly been involved in web design, for example—as the location to imagistically instantiate representations of the ‘intuitive’ actions and perceptions of humans with metaphors from the backend of computational processes (see for example, Kay 1990). On the other hand, beginning with Kay’s critique of the GUI (1990, 210), the visible interface has often been seen as something that should be progressively erased. However, what was common to and continues to persist as the key vector to conceiving the relation of computation to human action and perception is that the space of engagement across, between, or amid computer and human requires naturalizing.

In the last decade or so, this has been taken up by research and developed into natural user interfaces or NUIs (see Vetere et al. 2014; Buxton 2010). In both the design and commentary around natural user interfaces, which aims to draw upon skills and capacities from all human modalities and movements to interact with computational devices in both onscreen/online and physical spaces, assumptions about ‘naturalism’ have been subject to investigation. Bill Buxton (2010), for example, has suggested that natural interaction is both context-dependent and the result of prior lived capacity; it accumulates through habitual and performative human sensory modalities and gestures. The ‘natural’ is further nuanced by looking at interfacing with computational devices from the point of view of social interaction in more recent perspectives.[1] There has also been considerable work done within digital media theory that problematizes the notion that the interface is transparent or recessive (see, for example, Bolter 
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Never have we had so many means, but, to our aggrieved shame, never have we had so few projects either. The gap between what we could do and what we in fact do with them characterizes our time of omnipotent impotence.

—Michel Serres



How did so much of contemporary technics become so disappointing, so deadening? How is technics being thought, and worked with, to enliven? What different assemblages and principles are involved? This chapter begins in sympathy with Michel Serres’ “aggrieved shame” (2019, 43). I argue that a series of Pavlovist variations on powerlessness still inhabits contemporary technics; then suggest principles of escape towards other kinds of relations between technics and worlds. These relations affirm mutual care as well as mutual powers. They would be immanently attentive to the complexity and variability of the world as event.

In this chapter, the term “technics” indicates an ecology that goes beyond technologies. Indeed, the term usually suggests the coming together of technologies with techniques and technical systems. Yet technics is inconceivable without also considering that which is drawn into, transformed by and also transforming of, technologies, techniques, and technical systems. This includes materials and physical forces, as well as the ways these come to constitute creatures, plants, and nonliving entities. It also includes abstractions, conceptual feelings, and affects and desires, along with the ongoing double becoming between technics and the social. Finally, and crucially, technics includes the modes of organization, living, and working made available by and feeding back into technical development. Transposing Alfred Whitehead’s discussion of “nature lifeless” and “nature alive” (1968, 127-169) into a thinking through of technics, this chapter suggests a tension, through all of this, between two very different sets of tendencies—towards technics lifeless and technics alive. These are only some tendencies among others, and even mainstream technical development is not, of course, all lifeless. However, the tensions between these two sets of tendencies are significant. My main focus will be on media and interactive technics, broadly understood.
NEW MEDIA’S (UNDEAD) LOGIC OF PROGRAMMABILITY

Resonating with Serres’ “aggrieved shame” in “omnipotent impotence,” Wendy Hui Kyong Chun writes that the key problem within a contemporary (media) technical culture is an “undeadness” (2011a, xii). For Chun, problems with “new media [are] related to new media’s (undead) logic of programmability” (xii). By undead programmability, Chun means that “New media proliferates ‘programmed visions,’ which seek to shape and to predict—indeed to embody—a future based on past data” (xii). At the heart of this, “information—through its capture in [technical] memory—is undead” (25). Yet decisions, and one could add actions, or simply life, are deferred to these undead bits of stored information. Indeed, we now have a “belief in information as decision” (Chun 2011b, 106). This “decision” conditions and triggers reflex, habit, and more. Thus, undead information contains not only the kernel of calculation and thought as the symbolic processing of this calculation, but also the kernel of process more generally, action and behavior. As technics intensifies, it “catches us” not only in an informational world, but via this, “in a deluge of minor-seeming decisions” (106). Life is deadened by a raft of stilted acts of imposed decision, as we are caught up in often low-level systemic responses based on the intervention of past (often remote, often of dubious relevance) data within the now suppressed situatedness of lived events. This can easily “defer our engagement with crisis”—or, we could say, life as lived—or it “renders everything and thus nothing a crisis” in a specific technical sense of prediction, control, and systemic allegiance (106). Here think perhaps of notifications, facial recognition, or the COVID take-up of proctoring software to monitor students at home taking tests.

As such, “programmability” (Chun 2011a, 91) can easily erase much of the process of living life. One result is general exhaustion, accompanied by frustration in attempting to live life while dealing with an ongoing tsunami of technical interference. Apps, interfaces, and larger technical systems fail. Or they simply do not produce the effects they claim to, yet they demand that we engage with them, continuously (just to fulfill the logics of the system itself). Here Chun points to a “kind of exhaustion encapsulated in,” for example, “‘search overload syndrome’” (2011b, 106). There is a parallel to this, indeed, I argue, a precursor, in the “experimental neurosis” (Todes 2014, 634) produced in Pavlov’s dogs when the system provided no solution even as it demanded a response. The dogs had a kind of breakdown.

Within this undead, life-denying technics, many of the looped relations involved are the algorithmic structures of capitalist capture (Knox et al. 2020; Lotti 2019). There are many well-documented problems here. Just one is that technical development often involves inappropriate slippage across fields (e.g., business software being only slightly re-purposed for use within education and thereby changing education in the process [Gulson 
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INTRODUCTION: SINGULARITY AND EVENT[1]

In this chapter I examine how the spreading of images becomes an event of digital sexual assault. Such spreading involves user generated content which is circulated online (Jenkins et al. 2013); it implicates nudes, social media, fingers that press the ‘share’ button, decisions to forward images and much more. Yet what might resemble a ‘oneness’ transforms into prolonged assault and morphs into an affective event.

Based on Spinoza’s definition of affect as a capacity to affect and be affected (Deleuze 2007), I investigate a case of digital sexual assault as a matter of such spreading. Through two different readings of empirical data I engage with questions of interfacially mediated affect as a chaotic event. I argue that digital sexual assault is loaded with affectivity and, at its core, that it holds the power to affect and leave traces well beyond what might look like an uncomplicated occasion.

In this chapter you will encounter, among others, a 14 year old, a lawyer, a diagram of how particular sexual images are spread, educational policies, an online campaign against digital sexual assault, and a group of young girls. These elements are all part of unpacking a specific case of digital sexual assault which originates in Denmark and which implicates more than 5000 spreadings, heavy national media dissemination, lawyers, more than 1000 criminal charges, and intense police investigations. This is not an instance of a physical sexual assault, but a case of how the spreading of sexually explicit images, circulated without consent, makes up a digital sexual assault. The case has been coined ‘the Umbrella-case.’ The term ‘umbrella’ is chosen for a reason, as will be evident later, but the notion of a ‘case’ is misleading, since this term suggests a singularity and a delimited scope. Nothing could be more wrong. This case escapes being pinned down. It spills over and spreads further with each mention in the media. In this way, not only does the case spread but the difficulties involved in excavating and disentangling this ‘case’ analytically are obscured. This chapter is thus, to paraphrase Kathleen Stewart (2007), an attempt to “fashion some form of address that is adequate to their form” (4). Hence, the chapter presents findings that are entangled with methodology and ethics, in and through the many facets of the affective event called ‘the Umbrella-case.’ The case’s multi-faceted nature is unpacked through two sets of data.

The chapter falls into six sections. First, I will briefly introduce the Umbrella-case. Second, I will map the theoretical and methodological landscape of the chapter. Third, I will elaborate on how ethics and matters of care are embedded in this specific study of digital sexual assault. In section four and five, the singurality as well as the scatteredness of the case will be unpacked by way of two entangled analyses. The composition of these readings is made up partly of a diagrammatic reading and partly of what I, inspired by Deleuze and Guattari, will call six n-1 dimensions. The diagrammatic reading will present an overview and a timeline of the spreadings of the recorded material, whereas the n-1 dimensions will dwell on minor aspects of what the spreadings also entail. The sixth and final section will show how the phenomenon of unconsented digital spreading of sexualized images is an event that exceeds what might at first resemble a demarcated ‘case.’
THE UMBRELLA-CASE: WHOSE CASE?

The National Center for Missing 
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Camilla Møhring Reestorff


INTRODUCTION[1]

The #MeToo movement was iniated by civil rights activist Tarana Burke in 2006 when she began using the hashtag to raise awareness about sexual assault and harassment. Yet, the hashtag and the movement did not go viral until 2017 when actress Allyssa Milano tweeted: “Suggested by a friend: ‘If all the women who have been sexually harassed or assaulted wrote ‘me too,’ as a status, we might give people a sense of the magnitude of the problem’” (Milano 2017). The hashtag spread rapidly[2] and covered intensely by mainstream news media. In Denmark alone 3,184 articles about MeToo occurred in nationwide newspapers in the movement’s first two years (October 2017–October 2019). This chapter conducts a categorical mapping and study of the coverage of #MeToo on Facebook by the nine largest Danish news media outlets#MeToo. Thus, the object of the study is not #MeToo as a social movement, but the way in which news about #MeToo is communicated, circulated, and negotiated by news media and news consumers on social media.

When news media share their articles and write Facebook posts about #MeToo, they negotiate the event #MeToo. Brian Massumi associates the event with intensity and suggests that it constitutes “a state of suspense, potentially of disruption. It is like a temporal sink, a hole in time, as we conceive of it and narrativize it” (Massumi 2002, 26). The event, #MeToo, ruptures the lines of continuity and the institutionalised order through which sexual assault and harassment is usually governed. In this regard #MeToo exhibits the “ absurdity of significations” and it is “never present, but always already in the past and yet to come” (Deleuze 1994, 136). However, #MeToo is not only qualifiable as an event; it is also negotiated in a number of specific occurrences. One of these occurrences is the media coverage of #MeToo on Facebook in Denmark, studied in this chapter. By focusing on this occurrence it is not only possible to understand how news media attempt to narrativize and govern the event, but also how news is transformed when communicated on Facebook. In this chapter it is, thus, studied how news and the relationship between news and news consumers are transformed and manifested in what I will refer to as an affective politics of interfacial news.

In order to understand how this transformation comes about and how it impacts the news coverage of #MeToo, I first conduct a categorical mapping of an archive of Facebook posts about #MeToo in news media. Then, this I proceed to consider how news, when shared on Facebook, is impacted by both ordinary affects and a surveillance capitalist logic of accumulation. Third, I study news consumers’ Facebook comments and suggest that the angry refrains that these comments exhibit, circulate and intensify in-between news media, social media, and news consumers. Finally, I argue that while transformations of news to some extent can be explained by the affordances of social media and the impact of surveillance capitalism, this does not fully explain the predominantly negatively framed articles and Facebook posts about #MeToo. Rather, these suggest an affective politics of interfacial news that pertains to a specific politics concerning sexual harassment and abuse; a policy that foregrounds the emotionality of news consumers, intensifies angry refrains directed towards #MeToo, and has consequences for the victims of sexual assault and harassment's ability to access the public debate.
METHOD AND INITIAL RESULTS

In this chapter I map and investigate news about #MeToo shared on Facebook by the nine major Danish news media (the two public service channels: DR, TV2, and the seven newspapers: Politiken, Berlingske Tidende, Information, Jyllands-Posten, Kristelig Dagblad, Ekstrabladet, and B.T.) in the the coverage of the movement’s first year (October 1, 2017 to November 1, 2018). The focus on news media’s communication on Facebook was chosen, because Facebook in Denmark, is the most frequently used social media site both amongst the population, politicians, and news media (Slots og Kulturstyrelsen 2019).

Each Facebook-post (FB-post) included in the study contains the hashtag #MeToo. Had more than one keyword been included in the search then there would, most likely, have been more articles related to sexual assaults and harassment. Yet, by limiting the search to one keyword it was possible to study the ways in which sexual harassment and assault was covered, not in general terms, but specifically in relation to the #MeToo movement.

In order to study the coverage of the #MeToo movement, the methodology of categorical mapping (Fritch, Kofoed 
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This chapter aims to describe the felt intensities of interfaces. These escape the traditional distinctions between subject and object often associated with classical media forms such as books (author/reader), visual art (artist/spectator) and films (director/audience). According to Deleuze the advent of information and computing technology introduces a “third eye” of information, which disturbs the clear-cut distinctions and orientations of subject and object. His term, the “third eye” refers to the “inscribed ‘data’” of information technology that replaces “the brain-city” of modernity (explored amongst others by Walter Benjamin) as well as “the eyes of nature” (Deleuze 1989, 265).

According to Steven Johnson, something like Deleuze’s interfacial “third eye” of data would, in the near future, come to “occupy nearly every facet of modern society: work, play, romance, family, high art, pop culture, politics” (Johnson 1997, 41). In all these situations, an interface “shapes the interaction between user and computer” by means of software (Johnson 1997, 14). The function of the interface and software is to translate the computer’s language of “tiny pulses of electricity, representing either an ‘on’ or an ‘off’ state, a zero or a one” (Johnson 1997, 14) into something semantically understood by humans.[1] It is not, however, the aim of this chapter to focus on the translational challenges involved. Rather, the chapter will focus on the potentialities of the affectively felt “tiny pulses of electricity” (Johnson 1997, 14). It takes as it’s point of departure the folding capacities of interfaces that, according to Anna Munster, allow for both a “being in the body and [a] representing/ mapping [of] the body from the outside” (Munster 2006, 142). The experience of this folding gives direct access to the intensities of modulation—from the inside of the body out and vice versa. This is central to Munster’s definition of an interface. Neither subjectivity nor objectivity is the primary issue here. Rather, the question is one of the affective intensity of the interfacial folding operations.

Following Munster, I will study the affective modulations produced with/in real time forms of folding in selected artworks. In these artworks the intertwinement of human and non-human aims to explore the folding capacity of interfaces. Deleuze’s registration of “an omni-directional space” (Deleuze 1989, 265) is especially relevant in real time encounters in which interfaces seem to overcome both spatial and time-zone distances between the human and non-human bodies involved.

A Skype meeting with real-time audiovisual and written data-feed from keyboard, mic and camera is a perfect illustration of the folding operations of the “third eye.” The feeling/seeing/hearing yourself as intertwined with the image and voice of the other(s), includes the movements and sensations of camera, mic and key-board, that operate, filter, record and render sound and image. This affective involvement takes place even if the quality of the sound or image is somehow badly represented: frozen, doubled or interrupted. Classical forms of semantic analysis are inadequate when it comes to grasping these effects in real time encounters. In this chapter I want to hold on to the significance and impact of the “tiny pulses of electricity” mentioned by Johnson (1997). In this chapter’s explorations of contemporary artworks, I will refer to these by Gilles Deleuze’s term: the signaletic material. This term points out how the celloloid movement-images of film as well as the electronic signal in video and electronic media condition the signs of the language system. Deleuze defines the signaletic material as “a plastic mass, an a-signifying and a-syntaxic material, a material not formed linguistically even though it is not amorphous and is formed semiotically, aesthetically and pragmatically” (Deleuze 1989, 29). The definition is an important component of his criticizm of a narrative approach to film, since “the language system only exists in its reaction to a non-language-material that it transforms” (29, italics original).[2] So, rather than transforming the non-language (or signaletic) material to language and narrative meaning, the materiality of the signal becomes key to Deleuze in his philosophical approach to film.

In order to outline the bodily affects of the signaletic material, I will draw upon Deleuze’s explorations of ‘modulation’ and ‘spatialization.’ Deleuze borrows the term modulation from Gilbert Simondon,[3] and in underlining changeability rather than ‘content’ and ‘form’ the term is introduced to generate attention to Francis Bacon’s use of color. So, modulation here refers to Bacon’s manual-haptic modulation of figuration that spatializes in a new way. According to Deleuze, Bacon’s color modulations heightens the spectator’s awareness to a haptic way of seeing,[4] away from representation. Instead the pictorial ‘fact’ comes into focus:
There is neither an inside nor an outside, but only a continuous creation of space, the spatializing energy of color. By avoiding abstraction, colorism avoids both figuration and narration, and moves infinitely closer to the pure state of a pictorial “fact” that has nothing left to narrate. This fact is the constitution or reconstruction of a haptic function of sight (Deleuze 2003, 108).

Deleuze’s explanation of how Bacon’s “spatializing energy of color” can accentuate a “haptic function of sight” (108) will be my launch pad to discuss electronic and digital circuits and feedbacks as a signaletic material that modulates and affects bodies directly in interfaces. For modulation can both expand and connect planes in depth and contract movement so that “everything is restored to the body, to the mass, as a function of a point of imbalance or a fall” (97).

In focusing on interfacial productions of modulations rather than semiotic constructions of meaning or content, the perspective is set on exploring affects in relation to events. Or rather, the felt intensities of interfacial folding-unfolding modulations enable us to experience new potentials and qualities—or as phrased by Brian Massumi—becoming aware of “the thinking-feeling of what really happens” (Massumi 2011, 67). Massumi explores the immediate prehensions as potentials for change (or events) in whatever happens, and I will return to this below. Meanwhile, in the following presentation of artworks I will use the term ‘modulation’ to explore whether the signaletic material and the folding capacity of interfaces might give access to qualitative differentials or potentials.
JESPER JUST’S CADAVRE EXQUIS

Jesper Just’s Cadavre Exquis was performed at Theatre Østerbro in March 2019 in Copenhagen. Its title refers to a game of losing control, made famous by surrealists. The rules of the game are simple: on a folded piece of paper that hides former inscriptions, each person in a group sketches a part of a body; once unfolded the co-produced work would compose a ‘cadavre exquis,’ an exquisite corpse made of diverse features and characteristics. In Just’s performance the folding operation was made by placing the audience opposite a gigantic screen onto which real time streamings of the audience were projected mixed with film recordings of audiences to other shows of the same performance. The screened material thus ‘folded’ past and actual time. Another folding was made up by the floor between screen and audience: separating screen and audience two men in Rococo costumes with cameras mounted onto their bodies slowly followed patterns drawn on the pink floor.[5] Acting as a kind of numb automata their camera lenses were directed towards the audience at all times. This intermediate pink space between screen and audience became filled at the ending with the ‘exquisite corpses’ of the two performers—a man and a woman. Their bodies were present in the audience, real time present at the screen and present in the footage from another performance.

These folding appearances created confusion as to whether the actual seen/projected was a past or a present form of liveness. But apart from making the audience aware of its delimited scope of senses when exposed to the instant fusion/folding of recordings between audiovisual layers, the two performers’ physical presence actually permitted the audience to wonder about interfacial folding as such. The (con)fusion of past and potentially screened events from the actual performance seemed to proliferate into the real space of the auditorium. Here, the male performer made a move from crying out loud (in past footage) to literally folding his body across the two rows of spectators’ seats, separating him from the pink floor. Meanwhile, the female performer who had been sitting anonymously in the audience started a flirt with the camera in real time mixed with past recordings. This interfacial modulation sharpened the audience’s awareness toward the signaletic material of the camera-work embedded in the performance. Furthermore, the modulation became literal, as she folded her right leg into one ‘leg’ of a pantyhose. One-legged she rolled downstairs to the pink floor, where she jumped to heavy sound waves and stroboscopic light until falling to the ground. So, the male performer’s folding led from an oral exclamation of anxiety (with/in the projected self-portrait) onto an embodied outburst of energy, while the female performer’s folding led from joyous flirtation (with/in projected self-portraits) to a restrained affect pattern of movement. From being an audible, modulatory wave (crying with variations of pitch) of spatial extension, the sound folds back into the male performer’s body as jerking jesting-movement until exhaustion, while the female performer’s body shifted from facial mood intensities onto restricted extensions of her bodily movements.

[caption id="attachment_243" align="alignnone" width="934"][image: ] Figures 1, 2, and 3. Cadavre Exquis. Press release images. Østerbro Teater, 2019, https://www.osterbroteater.dk/forestilling/cadavre-exquis/.[/caption]
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To the audience the folding operation’s modulation of the visible became key. Enfolded in various projections the audience was prevented from determining, if the visually perceived was ‘real,’ ‘real-time’ or past recordings, since locations and backgrounds were blurred. Rather, the spatializing energy was affectively felt in the folding operations. Indeed, Deleuze’s description of the spatializing energy of color in Bacon’s modulation of color suits this interfacial experience: “[t]here is neither an inside nor an outside, but only a continuous creation of space […]” (Deleuze 2003, 134).

The haptic function of sight staged and performed in Cadavre Exquis was bound to affect the audience’s bodily sensorium since the interfacial modulation surrounded all visual, oral and tactile activity. The performance’s modulation could be felt as a dizzying display of interfacial folds, neither with aspirations to meaning nor to sustaining the position of the audience.

To qualify the affective, folding event of this interfacial performance and before I move to more examples, I will introduce the term ‘receptacle’ or ‘sieve,’ as used by Deleuze in The Fold: Leibniz and the Baroque (2006).
THE RECEPTACLE—OR SIEVING EVENTS OUT OF CHAOS

In his chapter “What is an Event?” Deleuze (2006) refers to Liebniz use of ‘the receptacle’ to underscore how an event, “a One,” an “indefinite article that designates a certain singularity” can be sieved out of a “pure Many, a purely disjunctive diversity” that would be chaos (86, italics original):
A great screen has to be placed in between them. Like a formless elastic membrane, an electromagnetic field, or the receptacle of the Timaeus, the screen makes something issue from chaos, and even if this something differs only slightly (86,  italics original).[6]

Even though chaos “does not exist” in Leibniz and Deleuze the diversity of “infinite series of wholes and parts […] appear chaotic to us […] because we are incapable of following them […]" (87). The sieving operation underscores how the screening of ‘something’ rather than nothing in a sensed or perceived field is neither in need of subject nor object. Relationality is embedded in perception. But when something ‘issues from chaos’ percepts and affects take a crucial part in the event of perceiving, of becoming. It should be noted here, that percepts should not be compared to perceptions and affects are not feelings or affections. Rather, they exist in the sculpture’s stone, the book’s words or the painting’s canvas as outlined in Deleuze and Guattari’s What is Philosophy? Here, they define the things preserved as well as the newness in art as “a bloc of sensations, that is to say, a compound of percepts and affects” (Deleuze 
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The installations of the Danish-Icelandic contemporary artist Olafur Eliasson are composed of a few different materials that create a simple visual appearance. In many works materials taken from nature, like fog, light, water, stone, wood, and ice play a leading role. Usually, they are arranged in a way that displays their materiality rather than used to represent something else. The artwork is its materiality—it is light, water, stone, wood, ice, and fog. Through my analysis of two artworks, this chapter explores the implications of Eliasson’s technique in which the materiality becomes sensible: Beauty (1993), an installation of light and water in which a rainbow appears, and Riverbed (2014), an installation of a riverbed made of stones and water. I argue that, above all, Eliasson encourages the viewer to perceive the materiality—the colors of the rainbow and the stones—whereby it can be discovered that perception is relational.

Gilles Deleuze’s writings on art show great interest in art with a particular focus on letting the materiality be sensed. He coined the term “signaletic materiality” to describe the emphasis on materiality rather than representation that characterizes the emergence of a new type of expressionist cinematic aesthetic after WW2. Deleuze highlights in particular Carl Th. Dreyer, Andrej Tarkovskij, and Jean-Luc Goddard for their exploration of ways to make the filmic materiality sensible: ruptures in the diegesis, the insertion of dark and white spaces, the decoupling of sound and image track, or the use of certain colors to name only a few techniques. As such, these directors challenged a classical understanding of the film as a linquistic sign. The signaletic material:
includes all kinds of modulation features, sensory (visual and sound), kinetic, intensive, affective, rhythmic, tonal […] this is neither a language system nor a language. It is a plastic mass, an asignifying and a-syntaxic material, a material not formed linguistically (Deleuze 2013, 29).

Deleuze’s work on signaletic materiality was published in Cinema 2: The Time-Image in 1985. However, the term elaborates on analytical points made in his 1981 book Francis Bacon: The Logic of Sensation (2003). Here, Deleuze praises the painter's use of color because it breaks with figuration/representation. It does so by enabling a perception of the fact that the colors are relational, that is, virtual appearances actualized in perception. The problem with visual modes of representation is the precedence of form and figure over materiality. Suppressing materiality in favor of figuration does not let the virtual plane be felt (Deleuze 2003, 125-127). Instead, the world of the figuration appears as separate from the world of the perceiver instead of simultaneously appearing with and in perception. In this way, visual representation comes to be aligned with Cartesian visual perception, a perceptual mode that is characterized by the idea that vision produces disembodied and objective registrations of a predefined world (Jay 1988).

Rather than composing visual representations, Beauty and Riverbed accentuate their materiality. The viewer can thereby discover that visual experience is a continuous folding of perception and materiality. This folding of perception and materiality is key to understanding the dynamic of the interface as theorized by Anna Munster (2006). Clearly, Beauty and Riverbed are not digital interfaces. However, by exploring the effects and possibilities of relationality, I argue that Beauty and Riverbed stretch the boundaries for how we can think interface-events.

Although I will not use the term ‘interface,’ my analysis explores the same relational exchange between bodies that Munster stresses in her definition. Munster’s point of departure is the Spinozian understanding of the body. Whatever the nature of a body, it can differentiate itself in relation to other bodies, because bodies have the capacity to affect and be affected. This idea of the body as open and changeable enables Munster’s rethinking of the interface and is at the base of her definition:
Affect arises relationally and is produced out of the difference between being in the body and representing/mapping the body from the outside. Affect sustains the singularity of sensing and of representing as a differential experience of embodiment, one in which alterity has a place (Munster 2006, 142).

My analysis of Beauty and Riverbed describes how the perception of materiality can give rise to perceptions of differential experiences of embodiment. Perceiving such bodily movement enables explorations of the body as a perceiving agent that takes part in a “worlding” (Brunner 2012). Brian Massumi asserts that bodies can differentiate because the capacity to affect and be affected governs a transition in which “a body passes from one state of capacitation to a diminished or augmented state of capacitation” (Massumi 2009, 1). Furthermore, Massumi stresses that this transition has to be felt (ibid.). In Beauty and Riverbed, this capacitation of the body becomes perceivable as a potential that shapes visual experience.

Massumi’s concept of “thinking-feeling” elaborates on Deleuze’s work on visual art and signaletic materiality. Thinking-feeling is about the creativity of perception as it describes how perception continually ‘doubles’ or enfolds the world by adding potential to it. This potential becomes manifest in vision. What we actually see is always doubled with its own (virtual) potential. Therefore, vision has both actual and virtual dimensions. Vision is not an objective registration of what is actually in front of our eyes; rather, it is an abstraction. We literally see potential by seeing imperceptible qualities that are not ‘there’ in an actual sense. What we see is a “life dynamic” because we see the body live a virtual relation (Massumi 2011, 42). For instance, when we see an orange, what we actually see is a two-dimensional round shape with different shades of orange. Color is what we actually see, because color is what the visual sense produces. Though we see the two-dimensionality and color of the orange, what we perceive is three-dimensionality, and we can’t choose to stop ’seeing’ that volume.

This means that we see more than what is actually visible. There is more to vision than the color the visual sense produces. This is because other senses participate virtually, thereby making vision synesthetic. Volume is a quality that appears virtually because it pertains to kinesthesia (sense of movement). Volume can only appear in visual perception because perception creatively think-feels the shape of the orange and so a relay of vision into kinesthesia takes place. Perception feels the qualities of the orange and thinks the potential it holds in respect to the body’s ability to relate (Massumi 2011, 50). We are “seeing, in a real way, [...] our capacity to see the other side [...], the potential our body holds to walk around, take another look, extend a hand and touch” (Massumi 2011, 42). Another thing we see is weightiness, which we see through texture. Weightiness pertains to propriocention and texture to the sense of touch. In an actual way, the granulated surface of the orange can be seen as nuances of orange and different relations of shadow and light. The composition of color, light, and darkness activates a virtual sense of touch as perception imagines how the texture would feel, but also how it would feel to lift and hold in our hand.

There is therefore a relay of vision into both the sense of touch and proprioception. What constitutes our ability to see the orange in its three-dimensionality is this actualization of virtual qualities in visual perception. But typically we don’t notice this relational shaping of visual experience, instead we just grab the orange and let the qualitative dimension of the lived experience pass. It means that we don’t feel the capacitation because we live out the affordance of the thing, that is, its potential for interaction, rather than we notice the emergence of that potential in perception. Massumi’s point is that as long as the potential the thing holds for interaction remains a potential, that is, as long as we don’t actually move towards the orange and take it in our hand, the stronger the qualities of the lived virtual relation will appear in visual perception.

As a result, there is a difference between interaction and relation. While interaction refers to the instrumentalization of objects through reducing them to their primary functions, relation refers to the experience of the full spectrum of virtual qualities accompanying every perception of an object. Experiencing the virtual dimension of an object makes it a "semblance" (Massumi 2011, 15). When interacting with an object, the semblance is backgrounded in favor of its instrumental function:
Interaction is just that: a going back and forth between actions, largely reduced to instrumental function. The lesson of semblance is that lived reality of what is happening is so much more, qualitatively. It includes an ‘uncanny’ moreness to life as an unfolding lived relation in a world whose every moment is intensely diffused with virtuality—an abstractly felt ‘backside’, or voluminousness, or life itself (Massumi 2011, 46, italics original).

With this distinction in mind, the problem of visual modes of representation is that they align with the interactive mode of perception: they display already ‘finished’ and formed objects and the interaction circuits between them. This means that the virtual dimension of the object is unperceived. The following analysis will explore how Beauty and Riverbed highlight their materiality and thereby make the lived virtual relation perceivable.
BEAUTY

[caption id="attachment_41" align="alignnone" width="717"][image: A picture containing man, young, water, riding Description automatically generated] Figure 1. Beauty, Olafur Eliasson, 1993. Installation view at Long Museum, Shanghai, 2016. Photo credits: Anders Sune Berg.[/caption]

Beauty has become an icon of Eliasson’s practice. Since its creation in 1993, it is one of his most exhibited artworks and was also part of his large 2019 retrospective In real life at Tate Modern. The installation features a spotlight hanging in the middle of a dark room pointing at a formation of vaporized water droplets falling from the ceiling. When entering the space from the side, the formation appears whiteish (the formation is not just white but ranges from dark to white with all kinds of greyish and whiteish nuances in between). The fog vibrates as it falls from the ceiling, so the light continuously hits it differently; even if the spectator stands still, the appearances vary. Moving closer to the center of the floor, slight changes in the whiteish appearances emerge; moving closer still, colors begin to pop out on the crest of the waves of the fog. The colors intensify with every step, until eventually a rainbow-like spectrum of predominantly red, yellow, orange, purple, and blue colors appears. Red and blue light radiate most vibrantly, while the whiteish reflection has almost disappeared. Upon continuing toward the side of the blanket of fog, the colors fade until there is only darkness. When moving in the opposite direction towards the entrance of the space, the colors appear once again, as eventually does the whiteish formation. If moving back towards the center (whether closer to the fog or farther away from the fog), the rainbow doesn’t appear, only the whiteish reflection. In the following, I will dwell on how these appearances can be understood in relation to the difference between interaction and relation discussed above.
THE CODED SPACE OF THE WHITEISH APPEARANCE: INDIFFERENT BODIES

The appearance of the whiteish light is less sensitive to movement than that of the rainbow. By that I mean that gallery guests can walk around in large areas of the ‘white zone’ and only experience slight changes between light and darkness. This alteration is solely caused by a change in the contrast between the number of droplets reflecting the light and those not. Accordingly, the whiteish appearance is part of a spectrum ranging from darkness to whiteish light. Darkness or dark spots are the results of absence of light. The dark spots are located in the fog either where there are no droplets or where the droplets being hit by the light are not reflecting the light in the direction of the spectator’s eyes.

When the fog goes from being illuminated to being dark, it is only possible to see the spotlight itself and the darkness (which you don’t really ‘see’). The rays of the spotlight become absorbed by the darkness of the room. Therefore, the spotlight hanging in the darkness can be likened to a mathematical point. As such, it can be comprehended like a code of a binary shift between on and off: light and no light.

This optic code is almost infinitely reproduced by the spatialization introduced by the fog. The code is spatialized when the reflections of the light by the droplets become within reach of the eyes of the spectator when moving into the white zone. The reflecting fog reproduces the optic code because its mirroring does not cause a visible qualitative change in the constitution of the light. The light quality of the spotlight appears to be merely transferred to the droplets. This means that the mathematical point of the spotlight is multiplied by the mirroring of each droplet. The droplets scatter the light widely in the room and towards the spectator. This scattering makes the whiteish appearances less sensitive towards her movement. Accordingly, this makes the whiteish appearances visible from many locations on the floor.

In Francis Bacon: The Logic of Sensation (Deleuze 2003), Deleuze attributes an optically coded space to Abstract Expressionism. Because this space can be counted as binary digits, it can also easily become a mere symbolic coding of the figurative (Deleuze 2003, 109). The modulation of light and darkness appeals to a purely optical function or distant vision. This means that what is seen appears to be separated from as well as preexisting the viewer. In Beauty, the fog does not represent a figuration, but delineates a spatial extension. Therefore, the whiteish appearance has an affinity with the naturalistic painting style. This style creates space and volume by means of different relations between light and darkness (among other techniques) to trigger a linear perception of space (Deleuze 2003). The light illuminating the extension of the fog effectively outlines its three-dimensionality. As a result, the light doesn’t add a spatial quality to the fog; rather, it illuminates and reveals the space already created/delineated by the fog. As such, the fog preexists its own illumination by the light. Therefore, perception is interpellated into a certain spatial order. In this mode of perception, the feeling of movement in the body when the vision of volume is brought out by perception is obstructed. Deleuze states (paraphrasing Francis Bacon) that optical space lacks sensation since it “unlocks areas of sensation” (Deleuze 2003, 102). By this, Deleuze means that the optical space has no capacity to make the affective impingements felt, because it doesn’t exert “direct action upon the nervous system” (Deleuze 2003,109). Instead, it merely “internaliz[es] tension in the optical form,” which causes its neutralization (Deleuze 2003,109). So, the whiteish light makes it difficult to perceive the relational activation of perception, that is, the actualization of volume in visual perception. Therefore, the whiteish fog will appear as a mere gathering of individuated entities: the fog, the light, and the body of the viewer. Accordingly, the encounter between perception, light, and fog can be said to be characterized by indifference. That is because when seeing the spatial representation, the virtual quality of volume that constitues visual perception of that space is hard to feel. Neither does the encounter between fog and light cause a qualitative change in the constitution of the light. Therefore, we can say that the responsiveness of the whiteish appearance is merely interactive rather than relational or interfacial. In order for the encounter between the spectator and the whiteish fog to be characterized as an interface, there has to be a relational exchange in which the capacitation of the body resulting from the encounter becomes perceivable. Since the encounter between the spectator and the whiteish fog neither leads to a qualitative change in the constitution of the light (it remains whiteish) nor does the quality of volume become perceived as bodily movement and differentiation, it can be characterized as an interactive exchange. It means that the interaction between the body of the fog and spectator can go on in endless circuits, but they will not lead to qualitative change in the nature of either.
THE THINKING-FEELING OF VISION: SEEING POTENTIAL IN THE REFRACTED LIGHT

As explained above, optic space could be seen as distant from the spectator due to the spatial representation of light and darkness. However, a qualification by way of modulating colors exercises an intimate closeness upon vision. The colors replace the optical space with the sensation of color. Deleuze writes:
The modulation of color, on the contrary [compared to the modulation of light and darkness], recreates a properly haptic function, in which the juxtaposition of pure tones arranged gradually on the flat surface forms a progression and a regression that culminates in a close vision (Deleuze 2003, 133).

Deleuze elaborates on the concept of the haptic from the art historian Alois Riegl (Riegl 1985; see also Thomsen 2018). In his reading of Riegl, haptic vision describes the perception of a surface (for instance, a canvas or reliefs) in which virtual qualities such as texture become visually perceivable because it can be seen how the canvas feels to touch. Haptic vision enables a perception of perception’s thinking-feeling because the hand’s potential interaction with the surface becomes manifest as a visual feeling of touch. The modulation of color that Deleuze attributes to Bacon describes a vision of the spatial qualities of color, a virtual movement. When the colors modulate, they ‘detach’ from the surface on which they are painted and move. Deleuze refers the virtual movement of color to haptic visuality. That is because the modulating colors make perceivable that the movement happens in visual perception, in the optic nerve so to speak. As such, they enable a perception of the fact that the colors are virtual actualizations; in other words, they actualize in visual perception in relation to the materiality of a canvas (e.g. paint). Therefore, the colors do not preexist the viewer and the viewing situation, but appear in relation to both.

The ephemeral colors of Beauty are not subordinated to a certain shape or figure, but are visual abstractions. This makes their spatial qualities perceivable. Therefore, the rainbow appears as a modulating space of colors. The spatialization of each color creates a felt perception of movement and volume. The two most radiant colors are red and blue. They delimit the rainbow from the darkness at the top of the artwork and the more whiteish fog at the bottom. Even though the fog vibrates and moves, the contrast between red and blue creates tension in the eye as they detach from the materiality of the fog and free-float. As such, the movement of the colors is different from the vibrations of the fog. The red color progresses or advances while the blue regresses or contracts. Vision is turned in on itself as the contrast between seeing colors move from ‘outside’ the body and feeling their closeness as movement and volume from ‘inside’ the body is diminished and becomes indiscernible. The dynamism of vision itself, its relational becoming from moment to moment, can be perceived as a thinking-feeling of vision while happening. Thinking-feeling the qualities of the colors makes clear that the colors do not preexist but are brought out by perception in relation to the refracted light.

Where indifference characterized the encounter between the light, fog, and perception in the whiteish appearance, the dynamic appearances of color express the relational event happening between all three. The relation appears within an angle of 40-42 degrees formed by the spectator and the rays of the light in relation to the fog. Here, the rays pass through the front of the droplets, causing their refraction. Subsequently, the rays hit the back of the droplets where they are refracted once again and mirrored. The mirroring of the refracted rays directs the rays towards the spectator to be caught by her eyes. The rays are thus seen as a color spectrum or rainbow. The whiteish appearance is therefore not to be considered as contrary to the rainbow but as its constituent. The rainbow expresses the differentiation of the light by the fog and the differentiation of the body by the refracted light. Therefore, the rainbow can be described as, in Massumi's words, a virtual “pop-out dimension” of the whiteish appearance. Massumi explains the relation between the virtual and actual as follows:
The virtual is the pop-out dimension of the actual whereby it really, appearingly, exceeds itself. The virtual is the excessive dimension of the in-act as it throws itself into experience over and above its sensuous conditions. It is the dodgy, supervenient manner in which the actual effectively appears to include more than can be sensuously counted for: a reality of the abstract. The appearance of an abstract locus nonsensuously filled with a spectral being of relation (Massumi 2014, 60, italics original).

The virtual is more than can be sensuously counted for. In this context, ‘sensuous’ refers to the parts of Beauty that are actually there: the fog, the light, and the perception of the spectator. What sensuously hits the eyes of the spectator is the light after it's refracted by the fog, but the rainbow seen by the spectator can neither be reduced to the refracted light nor to perception alone. The rainbow appears relationally and is therefore more than both. The rainbow is a ‘nonsensuous’ reality because it has reference only to an abstract, virtual plane. The colors are abstract and virtual, because we don’t see the light electrons hitting the retina and affecting the optic nerve. Vision is an expression of how the body deals with the activity in the body caused by the electrons. The body takes their activity into its own by transforming it into an event of color (Massumi 2011, 27). The modulation of color, the thinking-feeling of vision itself, is as such an expression of the body’s own capacity for relation as activated by the impinging refracted light electrons. It is a perception of the body in the midst of processing their activity.

Moving on to an analysis of Riverbed, I will explore the ways in which the installation invites a thinking-feeling of a landscape full of ordinary stones to be perceived anew as an event. Hereby, the installation stresses the virtual as a memory that constitutes the felt potential. That is because it becomes impossible to see the same stone the same way twice.
RIVERBED

[caption id="attachment_42" align="alignnone" width="612"][image: A picture containing ceiling, indoor, building, standing Description automatically generated] Figure 2. Riverbed, Olafur Eliasson, 2014. Installation view at Louisiana Museum of Modern Art, 2014. Photo credits: Anders Sune Berg[/caption]

[caption id="attachment_43" align="alignnone" width="608"][image: A close up of a rock wall Description automatically generated] Figure 3. Riverbed, Olafur Eliasson, 2014. Installation view at Louisiana Museum of Modern Art. Photo credits: Anders Sune Berg[/caption]

Riverbed was installed for the first time in 2014-2015 in the south wing of the Louisiana Museum of Modern Art in Humlebæk, Denmark. In 2019, the installation opened at Queensland Art Gallery in South Brisbane during Australia's devastating summer drought and bushfires. As one reviewer pointed out, in this context the freshness and humidity of Riverbed came to act as a kind of parallel world of possibility in which a different future could be experienced and imagined.[1]

Riverbed covers the wooden flooring of the exhibition space with stones and gravel in various shades of blue and gray. A small brook runs in the middle. The floor has been elevated so that the landscape slopes gently upwards. The walls are left white, and as far as the eye reaches from the entrance, the same kind of landscape continues in the following rooms.

The space does not hierarchize elements: paintings and objects placed on the floor are not given a higher status than the space in between. Brian O’Doherty (1986) argues that the point of each gallery space is to transmit value to the objects placed in it. This also applies to Riverbed. But usually, this transmission of value entails that movement and the distance to be covered between the artworks is subordinated to the separation of the objects of display. The visuality of Riverbed clashes with such organization of space and movement. Its organization of space can be compared to the haptic, ornamented style of pre-classical Egyptian reliefs as analyzed by Riegl (Riegl 1985; Deleuze 2003). The Egyptian reliefs are flat, and their ornamentation is characterized by sparse figuration. Their visual patterns are repetitious and they expand endlessly and continuously across the surface. The emphasis on the two-dimensional plane rather than a three-dimensional space makes the visuality of the ornamentation haptic. That is because it invites a close-up perception of its material qualities which brings to the fore a perception of how perception think-feels the materiality. The haptic, close perspective enables the viewer to see how the materiality feels, as if the eyes could act like hands and touch the ornaments.

Riverbed fills out the space in a continuous manner similar to that of Egyptian ornamentation. The non-hierarchical organization of the space doesn’t offer any visual breaks or interruptions: no spectacular object stands out from Riverbed’s gray-blue ornamentions. Rather, because the ornamentation directs attention only to the stones and gravel inside this place, it disrupts any instrumentalization of movement itself. The stones do not function as an obstacle that needs to be covered in order to go somewhere or see something other than what can be seen in the space. Rather, the stones themselves, as well as the act of walking them, is the attraction of the installation. Riverbed’s space of seeming nothingness is not entertaining; it doesn't impose a behavior or attitude upon the viewer. Rather, its statement is quite clear: if one decides to stay in this space, one can experience what happens when nothing happens.
WALKING THE IMPERCEPTIBLE

Riverbed is hard to walk. The stones and gravel make it difficult to maintain a sense of direction. In order to avoid stumbling over the stones, slipping on the gravel, or getting wet shoes, the walker has to look down and pay attention to the ground in her most immediate surroundings.

This haptic ornamentation is everywhere in Riverbed. The installation consists of its relationalities and these compose its value. It invites walking in a haptic manner which is a bit like orienteering in a desert, or, as a matter of fact, walking an Icelandic riverbed: a walk in which there are no, or only minimal, visual coordinates according to which the walker’s movements could be measured. Thus, the visual mode of functioning changes when walking through Riverbed. Outside the installation, navigation through the museum building and corridors was supported by the optical vision, a way of seeing predicated on distance (Deleuze 
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A cascade of audio-visual movement flickers across three juxtaposed screens. Rapid streams of fragmentary moving images are on display, each frame displayed just long enough for the audience to identify them (as Hollywood blockbusters, pornography, documentary footage, etc.). What is shown are files being transferred via The Pirate Bay, a peer-to-peer (P2P) file-sharing platform, from where the transmissions are intercepted and displayed in real-time. After watching this disorienting flow of fragmentary cinematic imagery for a while, it begins to take on a montage-like feeling, and patterns begin to emerge from the streams. Footage from the same sequence of a film shows a processual continuity in the audio-visual stream, and aesthetic similarities produce a sense of cohesion across genres (e.g. lighting in porn and music videos). The audio-visual content is, however, not the only data made available to the human sensorium. Highly pixelated frames, ghostly appearances from other frames, and stuttering repetition of the same frames reveal the temporal ordering of data being transmitted across distributed networks. Additionally, geolocation and the IP addresses of the devices are revealed (sender and receiver) - involved in the somewhat unauthorized file-sharing. These abundant streams of data constitute The Pirate Cinema, a multimedia art installation by Nicolas Maigret, which presents a view into the multiple spatiotemporal realities that traverse and inform real-time networks.

[caption id="attachment_210" align="alignnone" width="640"][image: ] Figure 1. The Pirate Cinema, Nicolas Maigret, 2012 (cropped). Creative Commons 2.0.[/caption]

According to its creator, The Pirate Cinema’s fragmentary and glitchy data stream “depicts the topology of digital media consumption and uncontrolled content dissemination in a connected world” (thepiratecinema.com). This chapter addresses such disorderly movements and temporalities of digital networks in order to examine how social memory is enveloped in and produced through the immediacy of networked signal transmissions. I argue that real-time data processing has effectuated an anarchival amplification, where information is continuously reorganized and thus obliterated in order for it to be preserved. This presents a radical shift from conservative modes of preservation in print culture to generative digital archiving in network culture, where new informational compositions are made possible with each micro-temporal execution of code. Anyone with an internet connection can access, produce, publish, modify, and relay digital imagery in the immediacy of lived experience. This means that individuals, groups, and organizations are increasingly under pressure to produce sense from excessive streams of data that permeate and overflow the World Wide Web (WWW). Sense-making is thus increasingly enmeshed in socially modulated signal transmissions rather than culturally anchored in centralized institutions, which leads to a relaying of affects and values in an unruly fashion.

The aim of this chapter is to propose the anarchive as a concept for understanding the dynamic and abundant potentialities immanent to real-time networked technologies, and how technology may be designed and operationalized anarchivally.[1] Through an analysis of The Pirate Cinema (2012) and of Mark Hansen and Ben Rubin’s multimedia art installation Listening Post (2002), the chapter scaffolds an understanding of the anarchive as a dominant force in contemporary sense-making procedures. I primarily build on Jacques Derrida’s (1995) original conception of the anarchive, which is used to designate the selective operation in archivization, where some things must be discarded in order to prevent information overload (you cannot capture all aspects of everything). The archive and the anarchive are thus simultaneous and co-constitutive in processes of preserving (and forgetting) memory of the past. More recently, the anarchive has been used somewhat cursorily, for example by Wolfgang Ernst (2013) and Kjetil Jakobsen (2010), to explain the unruly processes of the Internet. From a different perspective, Alanna Thain (2010) has explored mobile technology’s potential to produce ‘anarchival cinema’ by intensively extending perception in an immediate redoubling “of what is perceived with an intensive awareness of the shadings and modulations of an immersive environment” (Thain 2010, 57). While Ernst’s and Jakobsen’s accounts of the anarchive are primarily technically oriented, Thain’s examples are limited to perceptive augmentation through ‘canned’ recordings. In this chapter, I propose to understand the anarchive in relation to the ‘live’ streams of information that flow across the WWW with multiple—and sometimes contradictory—claims to truth.

The analyses of The Pirate Cinema and of Listening Post shows how the intensification and distribution of presents in network culture holds the potential to produce more than habitual responses to the increasingly indexed and accelerated interfacial encounters across real-time networks. The works are identified as what Gilles Deleuze (1989) terms ‘peaks of present,’ and they are analyzed according to their reconfiguration of the potential for data to be perceived otherwise. The chapter thus aims to move beyond the signifying order of the traditional archive to understand contemporary ways of preserving memory as fundamentally disorderly. This leads to a discussion of the potential for real-time interfaces to modulate how events are remembered and shared. In short, the chapter will focus on the process of making sense from the abundant streams of nonsense data that inform contemporary human-computer interactions.
TEMPORAL DISORDER

On The Pirate Cinema’s website, a ‘nota bene’ is inserted in continuation of the textual project description:
NB: Downloading Torrents is not a linear process. Completion of a file is done in a disorderly manner, and according to an irregular rate. Which leads, in the context of this project to a rearrangement of the full temporal continuity of initial video and sounds (The Pirate Cinema).

It does not take long to discover that cinematic narrative is not paramount to the experience of watching The Pirate Cinema.[2] Although each frame intercepted by the project is displayed in sequential linearity, one is not immersed into the continuity of cinematic experience. Instead, the project grants insight into the multilinear operations of the BitTorrent protocol, which is often used to distribute large files through P2P networks.[3] This differs from traditional modes of communication, where content is transferred from one location to another in a linear manner (e.g. the postal worker delivering a package). The project thus offers a glimpse into the operational machinery of what may be designated the “archive in motion,” which signifies network culture’s perpetual transfer of data through micro-temporal executions of programmed code (Røssaak 2010). The proliferation of networked and mobile technologies with real-time access to data archiving and processing has entailed what Wolfgang Ernst describes as a deconstruction of linear time:
Memory has become a function of immediate access to data storage centers, while, in turn, the present becomes radically temporalized (even micro-archivized) in dynamic realtime data processing (Ernst 2018, 172).

This focus on immediacy is a reiteration of Ernst’s earlier work, where he argues that technological developments have obliterated the traditional separation between transmission media and storage media (Ernst 2013). According to Ernst, the archive—both as technical storage and as historical discourse—has radically changed from documentary stills to algorithmic dynamics, which means that the classical notion of the archive “becomes literally metaphorical, a function of transfer processes” (Ernst 2013, 98, italics original). As software and hardware is constantly being updated and replaced, and information is generated as a result of programmed executions of code, neither the medium nor the message remains the same.[4] In effect, a shift from static representation of the past to perpetual data archiving has been brought about in the transformation from print culture to network culture. The macro-temporality of the traditional archive is superseded by the micro-temporality of computational processing. From a techno-cultural perspective, this implies that the meaning of an archive is no longer just a historical narrative constructed through the image of the nation state, but is today rather ahistorical in its perpetual processing of data in generative information networks. One can say that the contemporary archive suffers from short-term memory. The distinction between historical and ahistorical modes of preserving memory can be further described through Gilles Deleuze and Felix Guattari’s argument that “short-term memory is of the rhizome or diagram type, and long-term memory is arborescent and centralized (imprint, engram, tracing, or photograph),” whereby “[s]hort-term memory includes forgetting as a process” (Deleuze 
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INTRODUCTION

The first pages of Massumi’s (1995) seminal article, “The Autonomy of Affect,” describe a German psychological study of children’s bodily responses while viewing a short film of a melting snowman on television. The study used a combination of biometric sensors to collect data on the children’s breathing, heart rate, and electro-dermal skin activity (EDA)[1] while they watched different versions of the film (Sturm 1987). While increased arousal of breathing and heart rate was associated with the narrated version of the film, increased intensity of skin activity was associated with the silent version. The results of the study were perplexing, to the extent that they suggested a ‘split’ or gap between what Massumi calls “sociolinguistic qualification” of the narrated film, and the affective intensity captured in the EDA data( Massumi 2002, 24). The EDA sensors are said to register preconscious changes in the electrical conductivity of the skin, changes that are associated with arousal of the sympathetic nervous system. In Massumi’s analysis, the study suggests that the play of affective intensity is “autonomous” or independent of the verbal account and, indeed, is dampened by the verbal overcoding of the film. This suggests that intensity operates through an alternative loop, logic, and temporality of experience that is “most directly manifested on the skin- at the surface of the body, at its interface with things … It is narratively de-localized, spreading over the generalized body surface” (Massumi 1995, 85).

Notably, the visual content of the film itself pertains to environmental dis/embodying processes in the shape of a melting snowperson who is rescued and repositioned in a colder environment where snowy-embodiment can be sustained. The narrative content draws attention to the dissipative and precarious existence of a body, as an unstable assembling of environment forces. The skin then becomes an interface for fielding a distributed intensity, rather than acting as boundary or container for personalized experience, and is irreducible to language or cognition:
Indeed the skin occupies the quivering periphery of the ‘bounded individual’ that we take to be the mark of the organ/ism. The EDA skin data is thus perfect for showing how the bounded individual is always being broken down, disassembled, remade, intensified, and charged. Rather than treat synapse and society as disjunctive and antagonistic, one can use the EDA data as a way of tracking the blended world of the peripheral nervous system. At the juncture of the skin are mixtures of synapse, cilia, sweat, mind, and society, all percolating (de Freitas 2018, 299).

This chapter explores the creative and empirical potentials of EDA sensors for mapping the play of affective intensities across the environment. Building on the arguments formulated in de Freitas (2017b; 2018), and offering examples in response to her call for more creative work in this area, we focus on the use of wearable EDA sensors in participatory art and social inquiry with young people. We discuss creative experiments that brought young people together with artists and researchers to collectively explore their local environments through alternative practices of sensing, thinking, and making.[2] In breaking away from clinical and pathologizing models which interpret electrical skin activity as a form of individual stimulus-response, our work reclaims EDA data as an atmospheric function of the environmental and the atmospheric. Specifically, our experiments aim to study the collective nature of becoming achieved through works of immersive art and media, in which multiple agents together achieve a shared but heterogeneous understanding of an event (Rousell 
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INTRODUCTION

The first pages of Massumi’s (1995) seminal article, “The Autonomy of Affect,” describe a German psychological study of children’s bodily responses while viewing a short film of a melting snowman on television. The study used a combination of biometric sensors to collect data on the children’s breathing, heart rate, and electro-dermal skin activity (EDA)[1] while they watched different versions of the film (Sturm 1987). While increased arousal of breathing and heart rate was associated with the narrated version of the film, increased intensity of skin activity was associated with the silent version. The results of the study were perplexing, to the extent that they suggested a ‘split’ or gap between what Massumi calls “sociolinguistic qualification” of the narrated film, and the affective intensity captured in the EDA data( Massumi 2002, 24). The EDA sensors are said to register preconscious changes in the electrical conductivity of the skin, changes that are associated with arousal of the sympathetic nervous system. In Massumi’s analysis, the study suggests that the play of affective intensity is “autonomous” or independent of the verbal account and, indeed, is dampened by the verbal overcoding of the film. This suggests that intensity operates through an alternative loop, logic, and temporality of experience that is “most directly manifested on the skin- at the surface of the body, at its interface with things … It is narratively de-localized, spreading over the generalized body surface” (Massumi 1995, 85).

Notably, the visual content of the film itself pertains to environmental dis/embodying processes in the shape of a melting snowperson who is rescued and repositioned in a colder environment where snowy-embodiment can be sustained. The narrative content draws attention to the dissipative and precarious existence of a body, as an unstable assembling of environment forces. The skin then becomes an interface for fielding a distributed intensity, rather than acting as boundary or container for personalized experience, and is irreducible to language or cognition:
Indeed the skin occupies the quivering periphery of the ‘bounded individual’ that we take to be the mark of the organ/ism. The EDA skin data is thus perfect for showing how the bounded individual is always being broken down, disassembled, remade, intensified, and charged. Rather than treat synapse and society as disjunctive and antagonistic, one can use the EDA data as a way of tracking the blended world of the peripheral nervous system. At the juncture of the skin are mixtures of synapse, cilia, sweat, mind, and society, all percolating (de Freitas 2018, 299).

This chapter explores the creative and empirical potentials of EDA sensors for mapping the play of affective intensities across the environment. Building on the arguments formulated in de Freitas (2017b; 2018), and offering examples in response to her call for more creative work in this area, we focus on the use of wearable EDA sensors in participatory art and social inquiry with young people. We discuss creative experiments that brought young people together with artists and researchers to collectively explore their local environments through alternative practices of sensing, thinking, and making.[2] In breaking away from clinical and pathologizing models which interpret electrical skin activity as a form of individual stimulus-response, our work reclaims EDA data as an atmospheric function of the environmental and the atmospheric. Specifically, our experiments aim to study the collective nature of becoming achieved through works of immersive art and media, in which multiple agents together achieve a shared but heterogeneous understanding of an event (Rousell 
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INTRODUCTION

During the writing of this article a series of events have made me rethink what a city can do and how the concepts event, interface and affect relate to one another in current urbanism and design. Like many others, I have witnessed cities close down during the coronavirus pandemic. I have seen citizens mobilize with Women’s March, Black Lives Matter and other social movements impacting urban life. In urban studies we know what urban planning and design can do (and not do) to enable participation and cultural diversity. We know what public art can do in negotiating identities and choreographing other mobilities of bodies. Quite often research has pointed to both the regenerative and destructive powers of urban planning and design. One of the recurring remarks among planners and urbanists is how planning sustains some bodies while excluding others.

It is commonly understood that the city is made up of a network of different yet interconnected bodies. Urban bodies are related and form social, economic, cultural, and legislative assemblages across their differences (see Amin 
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you can’t count how much we owe one another. It’s not countable. It doesn’t even work that way. Matter of fact, it’s so radical that it probably destabilizes the very social form or idea of “one another.” But, that’s what Édouard Glissant is leading us towards when he talks about what it is “to consent not to be a single being” (Fred Moten in Harney 
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Questions for Erin Manning and Brian Massumi sent by e-mail from Jonas Fritsch, Gregory Seigworth, Bodil Marie Stavning Thomsen.

Q: In this interview we’re interested in speculations on how interfaces activate or intensify affects and how or if interface-affects might eventuate change—or indeed respond to ideas of becoming related to artistic creation. We’d like to begin this interview by asking about how questions of ‘the interface’ first presented themselves with the start-up of your online journal Inflexions. Then we wonder how these lessons from Inflexions have fed into your recent work and contributions to the research project Immediation: Media, Art, Theory. In what ways could these undertakings of yours be seen as alternate paths in the practice of a kind of ‘immanent resistance’ to ideas about ‘immediacy’ and ‘real-time’—and, indeed, a response to the type of control society prevalent in today’s globalized societies?

A: When we started Inflexions, our journal, in 2008, the issue of the interface was central (inflexions.org). A leading question for us was how to shift the conditions of the mediating entryways facilitated by the increasingly dogmatic use of web interfaces to ‘display’ content. At that point, there were very few (if any) examples of online journals that didn’t seek to replicate the form of the print journal: most existing online journals looked like print journals in terms both of form and content. Our aim was to open this up not only by adding artistic work (sound, images, video) but more emphatically by asking how the conceptual motor of the work (philosophical, political, aesthetic) might shift the conditions of reading. To achieve this, Leslie Plumb and then Matisse ApSimon Megans, have worked very closely with the ‘content’ of the journal to build digital affordances that amplify the resonances of the work to facilitate a certain transversality of the work and the web as medium.

Each issue has taken a year or so to make because the coding of the journal is not seen as separate from the gathering of so-called ‘content.’ As the journal has come into itself, practices for exploring what we think of as the ‘force’ of form have shifted to the point where now there is no moment in the unfolding of an issue that is not collaborative across the digital and analog, not directly engaged in the how of a work’s evolving into and across a different medium. This took several years, as so much of our training with regards publishing involves keeping the form and content on two different levels. This more typical approach to internet-based journals means that the ‘web designer’ is rarely conceived of as a participant in the process. Their job is to background the digital so that the ‘content’ of the issue makes its way to the forefront. A typical reader expects the ‘text’ to be easily available, downloadable, the web serving as a proxy. We really wanted to challenge that. We wanted to explore what other forms of reading were available thanks to the medium of the web, and of the internet more broadly.

This approach could only work if we dispelled the notion that what a web design does is produce an ‘interface.’ For years Leslie Plumb challenged this vocabulary, emphasizing the work of transduction that occurs when one field is brought into relation with another. This meant thinking about things like the horizon (how does the typical web interface reinforce notions of perspective and posture?), of drop-down menus (what presuppositions about content do we set in place when we direct the reader this way?), of the grid (what is suggested when we accept that the readable portion of a text fits into a pre-composed frame? what might escape the frame?), of the dominance of the visual (what is presupposed when the engagement is packaged for the reader such that the final form is given through a click? what kinds of participatory processes might be invented to challenge that?) etc. With this approach, there is no longer a clear separation between content and form, and we similarly refuse the separation between ‘coder’ and ‘artist’ and ‘philosopher.’ The work of reading, viewing, listening, the work of ‘entering,’ can no longer be separated from how reading/viewing/listening can be made to work differently. Instead of an interface understood as a mediating surface, we propose conduits, affordances, openings that spark deviations, detours, movements of thought and feeling.

It's a change of perspective. You could look at a traditional medium like the printed word as a medium, with the surface of the page as the interface. But reading only occurs when you look past the words, and directly enter a space of abstract movement that carries you along. You don't connect to the surface, the surface dissolves, through the words, into an event-space. It becomes a threshold of direct entry into that abstract space, into which your experience is absorbed, rather than a thing that is interposed between two concrete spaces, the body and the technical system, that remain distinct. Putting it in those terms, however, gives too much credence to the opposition between the abstract and the concrete. Even in print reading, the bodily is intensely engaged and activated. The meanings of the words are inseparable from flitting proprioceptive sensations of movement and rhythm, diaphanous seeings, brushes of touch—experiences that are barely there, unacted-out, unseparated from each other, but all the more real, all the more compelling, for coming together in that richly suggestive way. It is a way that betokens a more of experience, and beckons it to continue. All of this is bodily. It is the mode of concreteness of the entry into the abstract event-space of reading. What the digital can offer is a multi-modal threshold, and a different rhythm. The work of Inflexions seeks to bring words, sounds, and images together, and vary their rhythm of appearing and relaying, recognizing that the rhythm is not just that of the eye, but also of the hand. The aim is to foreground the way thresholding carries multiple dimensions, multiple rhythms moving across the field of ‘reading’—transversal modalities of absorption into the abstract-concrete event-space, diverse angles and approaches, twists and turns. This is not to say the digital is better. It is different: a different composition of experience's dimensions intensely unacting-out—or, in-acting. Because if you look at this way—as being absorbed into an abstract space of experience that is otherwise concrete—you have moved through the surface of the screen into another space. It's like the screen is doubled by another surface, upon which a roil of concrete experience, barely, suggestively, diaphanously, varyingly there, is abstractly inscribed. This is the surface of affect. It is like an infra-surface, immanent to situation, on a different plane — an infraface. That is where it's actually happening. Not ‘on’ the technological surface as a physical object, and not ‘in’ the body as receiver of signals, not in the technological system as apparatus, but immanent to their ensemble, expressing their powers of producing effects, events, event-effects or effective events, in concert.

The technological apparatus is, of course, a key element in conditioning the infraface. In the early years of Inflexions, our productions were animated with Flash. This allowed for a particular kind of nonlinear exploration which became a lot more difficult (but also very interesting) with HTML5. Some of what was achieved with the formal capabilities of Flash has transferred to the ‘how’ of the entry and moving-through. Recent iterations lure the reader/viewer/listener into exploring ways of making the work work for their ways. A vast array of modes of entry are embedded, inviting them to create their own rhythms, in ways that we could not pre-program or anticipate. This welcomes neurodiverse techniques for composing—something still too rare in a world too often stridently neurotypical in its orientation. The kind of infrafacing Inflexions proposes suggests a nonlinear movement of surfacing, the opening screen already a tunneling into reading’s multiplicity, a conduit that facilitates different comings-to-expression, facilitating modes of entry that might otherwise stay backgrounded. This approach is aligned to “immediation,” a concept we have been collectively working to define (see the two volume book entitled Immediation recently released at Open Humanities Press).

We give the web example since the interface is often defined using digital vocabulary, but this discussion could easily be extended to thresholds more broadly. In a recent interview, Erin Manning and Halbe Kuipers (2019) discuss thresholds in a similar way: https://www.onlineopen.org/download.php?id=587. The threshold as we understand it is never a neutral mediator from one space to another. The threshold is an active intervenor in experience, a co-composer. As such, it is urgent that we understand how thresholds are carried and what is assumed in their crossing. One way to think of the importance of the threshold as infrafacing is through the complex discussion of how to create safe/r spaces in the academy. Working, as SenseLab does, extensively with the question of neurodiversity—asking how worlds can be crafted to challenge the systemic neurotypicality that frames and polices knowledge and bodies—the issue of accommodation is an urgent one. How to create infrasurfacings of emergent collective composition? How to attune not only to what is actually reverberating but also what moves infrasensorially, infrathinly, unseparated-out in a way that intensifies and multiplies potential?

Alison Kafer speaks to this challenge in her 2016 text Un/Safe Disclosures: Scenes on Disability and Trauma. In a complex intervention that aims to recognize the importance of the social model of disability and to make space for discussions of pain and trauma in disability studies (issues that are often backgrounded in discussions of how ableism renders bodies disabled in a systemic operation that excludes difference), she asks how we might address traumatic experiences without resorting to a too-simplistic account of categorization of triggers. For isn’t the very definition of trauma (especially PTSD) the impossibility of mapping the trigger in advance? You could think of a list of trigger warnings in a fairly traditional way as a kind of interface—a mediating apparatus. But what if you looked at the issues infrafacially instead?

In her article, Kafer talks about a BDSM information event organized by an LGBTQ organization during her graduate years. The gathering’s aim was specifically to discuss modes of consent and to sensitize the audience to ways of navigating the complex territory of sexual experience, especially for those who might have suffered sexual trauma. Close attention was paid to survivors of sexual abuse and many attempts were made to make sure any such people in the audience took care of themselves. What wasn’t addressed (how could it be?!) was the possibility that one of the facilitator’s caps would act as a powerful trigger for Kafer, a survivor of a terrible fire. The cap had “arson” written on it in capital letters. She writes:
I am grateful for their awareness of and frankness about the pervasiveness of rape and sexual assault; grateful, too, for their acknowledgement of the effects of gender-based assault and harassment. And if that person had chosen to wear a different hat that night, I probably would have found nothing lacking in their presentation. But he did not, and that fact leads me to questions about the narrowness of their definitions of trauma. They assumed that some of the workshop participants might have histories of sexual trauma, but there was nothing about racial trauma (which is noteworthy, given the discourse of master/slave in some BDSM practices), or medical trauma (again noteworthy, given the common use of medicalized paraphernalia), or other "everyday" trauma. Is sexual trauma the only trauma relevant in or to feminist and queer spaces? Or is disclosure of queer desire the only disclosure pertinent to such spaces? The ARSON hat, for me, required an entirely different, and entirely less sexy, disclosure: flashbacks, panic attacks, anxiety.

Infrafacing allows for composings across thresholds that take to heart the fact that the question of how things register can never be fully choreographed in advance: it cannot be mediated. Attention to thresholds can do this work, though. What if in the infrafacing an attention to emergent conditions of a given environment are crafted? Can participation be made operational across many different strata? What if there were consistent attention to architectural affordances that make entering and exiting possible and take seriously the weight of entry on some bodies (racialized, disabled, neurodiverse?). The interface of teaching suggests that the working document—the syllabus—acts as the motivator of entry and exit, but the syllabus can only do a bit of that work, poised as it is in a hierarchical relationship to students. Much more attention needs to be paid to all the constituent thresholds of the encounter: what modes of study are welcomed? how is learning valued? is attention paid to what the crossing of the threshold costs certain bodies? are there ways of entering that don’t privilege neurotypical modes of attention? is learning at a distance possible? This kind of infrafacing makes learning a collective endeavour, not mediated but immediating, inviting participation in drawing the limits of study. A class that takes this form is no longer mediated by the frontality and hierarchy of the standard pedagogy. It emerges in the ongoing negotiation of multiple forms of participation.

Our interests in issues raised by the question of the interface extend to a rethinking of multiple aspects of what we think of as co-composing in the worlds we work—which is to say, to pedagogy as a whole. And beyond pedagogy, to the research environment it takes place within. And beyond, that, to the ways of living and working and creating together that surround and perfuse the educational institution as a whole. The recently published two-volume collective work, Immediation, edited by Anna Munster, Erin Manning, and Bodil Marie Stavning Thomsen, brings together a wide range of essays growing from the collaborations of the Immediations project that explore the issues from many angles (http://www.openhumanitiespress.org/books/titles/immediation/). Looking beyond the Immediations project, for the past three years we have been working together to get an alternative platform for study going. It will be autonomous from the university but still linked into it in some ways, embedded in the everyday but composing abstract-concrete event-spaces of life living infrafacial to it. This is what we're calling the 3 Ecologies Institute (http://senselab.ca/wp2/3-ecologies/3-ecologies-institute/).

Q: If Deleuze and Guattari’s chapter on faciality in A Thousand Plateaus is about a certain ‘capture’ of the body-nature relation in perception and affect in the Western world, colored by Christianity and activated in colonialism and science, could we think of interfaciality as another kind of capture in which immanence is at stake, resulting in new states of perception and forms of ‘ontopower’? And what would it mean to affirm the world’s potential today—and maybe even activate the infraface as an alternate way of affirming affective encounters as political forces? We have still not seen artistic interventions into the operations or forms of utterance of the interface—or have we?

A: In answer to the previous question, we were talking about how the immediation of experience—the infraface—opens onto an abstract surface—an event-space of potential that can be intensifying of powers to think and to feel. This is a space of real, bodily dynamism, but at a level of interfusion where dimensions of experience are activated in relation to one another, but un-acted-out—in-acting their difference, without separability (as Denise Ferreira da Silva might say) This is what Brian calls "bare activity": the dimension of co-incipiency of what, to take effect more broadly in the world, has to separate out into lines of process following different paths. Any engagement that addresses this level is an ontopower: a power to capacitate, to potentialize, and at its most potent, to bring to be. An ontopower activates powers of existence that are like embryonic forms of life. Under certain conditions, these germs of process can mature. The over-determined roil of incipience can ripen and relay into determinate unfoldings. This movement of potential taking determinate expression is transductive: it can move into other fields, implicating other apparatuses, and domains of bodily activity. In a word, the potential can actualize. A barely-there being-in-becoming has made its mark. Its movement has left a wake: it has had carry-on effects.

This actualizing expression of potential is always limitative. Bare activity is overfull, over-determined. It has to shake down, to fold out into actual shape. In Architectures for the Unforeseen (2019), Brian develops the notion of the abstract-(concrete) surface of affect in relation to certain digital artistic and design practices (specifically Greg Lynn's mobilization of virtual forces of formation in his topological design in architecture, and Rafael Lozano-Hemmer's "relational architecture" practice of large-scale digital urban-art intervention). He suggests that there is a proto-politics to staying with the roil, or contriving to return there, so that the limitative unfoldings don't become restrictive and take over, colonizing potential. This is proto-political, because instead of maturing into a determinate political path, it tends the embryology of differencings, prolonging the engagement with potential into a thickening variety of in-active paths. For this kind of proto-politics to work, certain modes of actualization that channel the expression of potential down restrictively normative paths have to be strategically disabled. If this is not done, ontopower turns vicious. The power to bring to be, in a movement of becoming, turns into an enhanced recolonization, bringing more of the same, only potentially worse, because it hijacks forms of life in their very emergence. In this, ontopower is far more virulent than biopower, which is a power over life. The power to bring to be is an order of magnitude beyond any power over what already is.

One of the reasons we are so mistrustful of the term interface is that among the most potent of restrictive ontopowers is the face: the overlay of the infraface by the Face. This is a humanizing power turning the power-to-be into the power of the personal—paradoxically, by collective means. For there is no Face without the face-to-face. Faciality, as Deleuze and Guattari call it, is an impersonal machine to limitatively personalize potential. Face-to-face: isn't that what the very word ‘interface’ invokes? The implications are enormous. The model of faciality, according to Deleuze and Guattari, is the White Man's face: the "average adult-white-heterosexual-European-male speaking a standard language" (105). The "Major." Whiteness personified.

Can we talk about the interface without talking about racism and colonialism? And not just as an unfortunate content that gets spread through it, but as engrained in the etymology of the word, integral as to the genealogy of the concept, as infecting the practices associated with it with an ontopower of the Facially limitative kind, building-in tendencies toward Whiteness?

Erin’s piece, “Waltzing the Limit” in Always More Than One (2012) addresses the politics of faciality. The film Waltz with Bashir is a fascinating place to stage a conversation about the affective image of the face because, unusually, it refuse to frame the face as an affective condition of the encounter until the very end when the film turns to the one image which will retroactively frame the horror of political genocide: the face of the Palestinian. Continuing her earlier work on the face in Canadian cinema, this piece explores what else can be foregrounded when the camera refuses to make the (White Man’s) face the interface of civilization.

Faciality, as Deleuze and Guattari articulate it in A Thousand Plateaus (1987) is, as your questions suggest, a vital exploration of the mediating power of whiteness in the scopic regime, from landscape painting to cinema and beyond. Whiteness is here the operator of legibility, and the White Man’s face—the territorialization of whiteness onto the earth as regimen of ultimate registerability—is not only the superimposition of colonial operations onto the body, but onto the earth itself. It is an ontopower of genocidal, ecologically destructive, force that haunts all dreams of appearing otherwise.

Deleuze and Guattari (1987) write: “Faces are not basically individual; they define zones of frequency or probability, delimit a field that neutralizes in advance any expressions or connections unamenable to the appropriate significations” (168). The face is the operation through which perceptibility becomes facialized, which is to say, valued. The face is the mark of discernment of presentability itself. That’s why the White Man’s face can’t so easily be reduced to a white person. A white person carries an a priori valuation, but the face must every time be produced. It is not a representation: it is a systemic operation. As Deleuze and Guattari emphasize: “The face itself is redundancy” (168). Across the redundancy, in the expression of its frequency, in its collective stretch, whiteness makes a claim on existence.

But as always with Deleuze and Guattari, there’s more to the story than this nightmare. Other modes of transduction are possible that begin with the transindividuality of experience and move from there. In this transduction, what is produced is a different kind of subjectivity—a subjectivity unsubordinated to the face, a minor sociality activated in the schizz of experience folding on itself, resonating with the overfullness of bare activity. Expression lives here, in the detouring of experience from its capture, in the excess of the face (-to-face).

The impersonality of minor sociality is also ontopowerful, in that it does its work immanently to the event, sideways, in relation to forces not yet captured by the contours of what already stands in as face. It is a fugitive counter-ontopower: “If the face is a politics, dismantling the face is also a politics involving real becomings, an entire becoming-clandestine” (Deleuze 
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