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A BOOK, anexhibition,anartwork-objects, things
-isalways paradoxical, self-contradictorily allowing
the energies and agencies responsible for their ar-
rival to disappear. Each of these forms isassumed
to be an evidential return of experiences of the world,
whereas they are but momentary detents in experi-
ence with the world. Still, we conceive of knowledge
productionas the swing ofanimagined pendulumin
thisway,aswetry torenderexplicitaninframincel*!
distance between analysisand synthesis, research
and development, backstageandthe stageitself.The
edited publication, the designed exhibition,and the
objetd’art swing outof the open doors of the writing
room or studio, immediately becoming closed sys-
tems. “Hiding Making - Showing Creation” is the
leitmotif of the researcher, the designer, the artist,
the creator, justasitis for the reader, the viewer, or
the audience (Esner, Kisters, and Lehmann). The
forming of forms and the production of products
wraps usallupin this mosthermetic of affairs. We
are all always on the outside, at the end, trying to
look inwards. The word “form” goes from verb to
noun (to form becomes a form), and the messy pre-
hensions of actual, real materials, methods, and
interactions are transformed into “the hegemonic
and dominatory pretensions of certain versions or
accounts of method” (Law, After Method 4). Finalized
ideas, designs, and artworks hide (in plain sight)
the means and methods that bring about and sus-
tain them as things; objects, as results of informing
activities, always warrant still further informing.
But how might we avoid pretensions and attempt
to explain what is really going on? How do we bear
witness to what has happened? Surely, we must try.
The physicist Léon Foucault wanted people to
know what was going on. In 1851, the 32-year-old
hung a twenty-eight kilogram bob at the end of a
sixty-seven meter wire from the apex of a former
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The Reset Modernity! exhibition was collaboratively
designed and curated by a group consisting of people
fromthe AIME Research Team, the Critical Media
Lab of the Academy of Artand Design FHNW in Basel,
andthe zkm | Center for Artand Media Karlsruhe.
Invited to contribute their thoughts on this process to
this catalogue, Jamie Allen, Claudia Mareis,and
Johannes Bruder of the Critical Media Lab have opted
totraceandreflectonthefarfromequilibrium
entanglements that emerge between the various
modes of history and tradition, scholarly inscription
and description, experimental design practices,and
impossible scenographiesinsuch processes.

The authors describe the practice and thinking of the
Critical Media Lab (Basel), dedicated to continuous
questioningand critique thatis “associated with more,
not with less, with multiplication, not subtraction”
(Latour, “Why Has Critique” 248), intertwining
praxis-ledartand design research with historicaland

theoretical reflection.

church turned mausoleum for distinguished French
citizens, the Paris Panthéon. The bob, pulled taut
to the outside of the spectators’ ring, was attached
by a shortlinen cord to the railing there. This cord
was then burned through with a candle flame;
cutting it in this ingenious way ensured that no
manual forcing would induce lateral oscillations
inthe pendulum’s main swingline. Instead, lateral
oscillation would come from the uneven angular
momentum of the earth, increasingly detectable
as we move away from either pole and, luckily for
Léon, entirely detectable at 48.8462218 longitude
and 2.3442251latitude, between the fifthand sixth
arrondissementsin his hometown Paris. There,asin
every place nonpolar on earth, planetary rotation
entrains the earth at a rate slightly ahead of the

[1] “Inframince”isanotion developed by Marcel Duchamp that refers to aninseparable duality or intimate closeness, a
kind of infinitely close separation or “unmediation.” Duchamp coined this term and worked on the notion, asserting that
it was impossible to conceptually define it. Instead, he gave examples of things inframince: the infinitesimal separation
between the fired bullet and the noise of the gun or the disappearing warmth of a seat that has just been left by a sitter.
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entrainment of a protracted pendular plumb line,
causing the latter to trace the path of elongated
ellipses on the plane or platform beneath it. Itisa
phenomenon astronomers call “precession.”

In the mid-nineteenth century, Léon Foucault
contrived forthe worldafirstand primary, popular,
and public exhibition of a scientific “fact” - specif-
ically, he transformed the known, mathematical
descriptivereality of therotation of the earthintoan
experiential thing through an instrumental disposi-
tif and performed architecture. Putham’s Magazine
described the “pendulum mania” (Conlin 181) that
ensuedimmediately afterwards, when popularand
scientificreportsand copies of Foucault’s pendulum
causedasensation worldwide. Itisamaniathathas
notyetabated - one can visit Foucault pendulums
in present-day science museums, planetariums,
and vestibules of higher education from London
to Istanbul, and Vancouver to Bogota. Some time
after the fumes from the burned-through length
of string had dissipated, Léon’s presentation of the
rotation of the earth took on a singular form asa
quintessential mathematico-scientific fact; ren-
dered, once and for all, palpable and exhibitable. It
isaform thatis as simple, elegant, repeatable, and
determined as we might expect to be installed be-
neath the Panthéon’s dome,authorized by the two
primarydemiurgesresidentthere: thetranscendent
deities of the churchand the Enlightenmentheroes
of France entombed in what is now a secular mau-
soleum. Léon’sjuggernaut of a contribution to the
history of public exposition of scientificknowledge
is an apparatus that, perhaps more than any other,
continues to contribute to the popular conception
of a universal reality that is formal, formed, and
harmoniously tuned by divinity. The pendulumre-
mains “celebratedastheascentoftruthandreason
over falsity and superstition” (Tresch 17).

Taking this ragtag assemblage only as a finely
tuned instrument, which renders the large-scale
reality of earth’s spinning momentum directly
perceptible to our senses, demonstrates one of

modernity’s perennial mistakes or misgivings.
Léon Foucault’s pendulum is, of course, no more
an experience of whatisreally going on, cosmological-
ly, than Magritte’s famous painting of a pipe can
be smoked. What is witnessed in Foucault’s 1851
installation is a constellation of artifacts, archi-
tectures, assemblies, and environments that are,
in actuality, a sort of mess: a sixty-seven-meters
long wire and a twenty-eight-kilograms bob pur-
chased at some expense from a metalsmith; the
charred remains of a burnt length of linen cord;
the the unusual construction ofa church-cum-site
of public honor forged from lead, iron, and stone;
acityand the people of Paris still trembling from
the street violence of the 1848 révolution de Février
inthenation of France spinning withall therest of
the globeataboutfourhundred meters persecond.

Through this remarkable artifice the
skilled experimenter rendered sensible to
alleyes the invariable meaning according
towhich the movement of the earth
occurs. (Figuier28; Trans. the authors)

Léon’s pendulum is a medium of apparent use in
representing the rotation of earth, a demonstration
forthedemoswho callithome. Itisaninstallation-as-
instrument that exhibits and imparts scales and
forces which leap over innumerable hiatuses and
discontinuities to arrive into human experience -
operating asatechnological translator, “completely
original every time .. [as a] perpendicular move-
mentof rummagingaround, exploring, undulating,
kneading, which so obstinately misses the rela-
tion between form and function and the relation
between ends and means” (Latour, Inquiry 227).
These often missed and misinterpreted means of
conscripting phenomena into acting themselves
out is often part of what an exhibition designer is
supposedtodo,alongwith curatorsand science com-
municators. Such roles and activities are linked ge-
nealogically to the moment of Léon’s not-so-subtle



1 lllustration of Léon Foucault’s1851scenography
forthe Paris Panthéon, in: Louis Figuier. Les nouvelles
conquétes de la science. L'électricité. Paris, 1883: 29.

nineteenth-century exhibitdesign for the Panthéon
(tosay nothing of his more theatrical endeavors).[?]
Justhowinvested we remainintheillusory clar-
ity of old Léon’s smoothly folding epistemology is
told and retold by the ubiquity of clocks, “seconds
pendulums”(*] radio frequency sweeps, the cyclical
scan of tunneling microscopes, the periodic raster
rhythm of digital displays-andin the production of
smoothed over histories, airtight published meth-
ods sections, and time-lined, linear histories. For
the mountaineer, a “pendulum traverse” is the act
of swinging out on a taut rope in order to reach se-
curelyahold or precipice. Christian Kassung’s book
Das Pendel. Eine Wissensgeschichte [The Pendulum: A
History of Knowledge] outlines the centrality of the
pendulumasaclassicalimage of closure and finality
inresearchand knowledge production.Itisafigure
thatallegesundulating continuity betweenaclearly
defined question,on the onehand,andajustaswell
definedanswer on the other. Yet, “the more precise
a question is formulated, the less space remains
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for answers” (Kassung 7; Trans. the authors). The
pendulum’s closure begets a monologic reading of
howknowingworks,as the presupposed precision of
scientific questioning wrung through well-defined
categories of knowledge. Thisimage of knowledge
as asmooth pendulum always falls short, because
it forces us toward understandings that block out
the frictions, disruptions, and messes intrinsic to
all research and all experience. In this there isa
danger of neutralizing the scope and specificity of
epistemic attention and alertness, forecasting in
advance whatis to be found, or found out.

What if we were to attempt an experimental
Gedankenausstellung [thought exhibition] that not
only showcased placid, perfect, sweeping ellips-
es-the endsalways produced by representational,
mathematical, and algorithmic epistemes? Whatif
wewere toveerinstead toward the conceit of spaces
and mediato think with that tended toslightly skew
perspectives, vaguely constrictvisibilities,and ren-
derthingsjustalittle bitclaustrophobic? Could we
construct a human formicary that would seek not
to constitute, but to dissolve modernity, toward
effecting its careful, attentive recrystallization?

Inasimilarvein, Michel Serres asks us to “over-
turn old images” as perhaps “the search for truth
follow|s] the path of shadows” (Serres, Eyes 69). To
serveand protect “thelowly darkness whichisless
peremptory, less arrogant, less harrying than in-
vasive brilliant lights” (69) would give way to sce-
nographies that are much more murky and man-
ifold - the lights kept always just a bit too low for
enlightenment.

AndIcountasanaesthete since Sartre

applies this term to anyone purporting to

[2] JohnTreschsounds “the subterranean links between the positive sciences and fantastic mass spectacle” (20) through
the person of Léon Foucault, who was otherwise gainfully employed throughout the mid-nineteenth century creating

special effects for the Paris opera.

[3] Aone-secondhalf-period pendulum,thatis,arod 0.994 meterslongat standard gravity. An early act of the newly formed
French National Assembly in1790 was to specify by decree the “seconds pendulum” as metrological default for linear

measurement.
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Diego Velazquez’'s1656 perspectival portrait of
portraiture. Diego Veldzquez. Las Meninas.1656. Oil
oncanvas,318x276 cm. Museo Nacional del Prado,
Madrid.

study men as if they were ants... Butapart
from the fact that this seems to me just
the attitude of any scientist whoisan ag-
nostic, there is nothing very compromis-
ing aboutit, forants with theirartificial
tunnels, their sociallife and their chemi-
cal messages, already presenta sufficient-
ly tough resistance to the enterprises of
analyticalreason..SoIacceptthe charac-
terization of aesthete in so faras I believe
the ultimate goal of the human sciences to
be notto constitute, but to dissolve man.

(Lévi-Strauss 246-47)

The painter is observing a place which,
from moment to moment, never ceases
to change its content, its form, its face, its
identity. (Foucault 5)

3 Centralexhibitionroom of the Exposition Internationale
du Surréalisme.1938.1200 coal sWacks hung fromthe
ceilingaboveanartinstallation. Galerie Beaux-Arts,
Paris.

In hislecture “Information and Thinking,” reading
from The Star ofthe South by Jules Verne,a passage that
alsocomplements Bruno Latour’sessayin thisbook
(“Let’s Touch Base!”, r-m! 11-23), gives us the image
of an epistemology that inverts the emancipatory
clarity of Plato’s cave allegory:

They were in the center of animmense
grotto. The ground was covered with fine
sand bespangled with gold. The vault
was as high as that of a Gothic cathedral,
and stretched away out of sightinto the
distant darkness. The walls were covered
with stalactites of varied hue and won-
drousrichness, and from them the light
of the torches wasreflected, flashing back
with all the colors of the rainbow, with the
glow of a furnace fire and the wealth of

the aurora. (Verne, “Star” 276)



Equatinglightas the tyranny of the “yellow dwarf”
(the sun), Serres speaks of aknowledge thatis clan-
destine, streaked, and striated:

Verne’s cave reverses the Platonic one. The
latter sings the glory of one sun, discov-
ered in the daylight, as one emerges from
the shadow, while the formerisaninvita-
tion to penetrate under a vault thatis so
deep thatone’s gazeisaslostasifitstared
atastarry sky: here, in this cave, a thou-
sand lights dazzle the thinker. (Serres,

“Information and Thinking”)

Serres’s geo-epistemology eschews the ascetic, di-
visive knowledge offered by Plato’s hollow, mono-
logic derivations, throwinga reticular wet blanket
over the traditionally Platonic urge to escape the
confinesof earth. Serres denies to us the pursuit of
unmediated knowledge through the supposed tran-
scendentemancipation ofblazing sunlight. Weare
not chained underground in need oflight, butare in
factratherdeftlyablein ournegotiations, scurrying
and scampering about, gathering up the multiple,
parallel,and simultaneousinterpretations offered
below,above, and here, on the ground. Freedom, if
it must come, comes through attachment, as in-
vestigation and inquiry into the specificities of the
illusory “surfaces” thatappear to separate, but are
better thought as zones of interchange between
scales (e.g.: of energy), phases (e.g.: of matter), and
rates (e.g.: of individuation). The “surface” of the
earthisnoboundaryatall, butatransitional detent
-astate of non-rest marking dynamic equilibrium,
as in the low point of a pendulum’s swing. How
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might we render an experience of “modern knowl-
edge” that swings through this space, this non-sur-
face, dipping into the dark mantle below? Deep in
Verne’s cave (not Plato’s), we canimagine equipping
ourselves fora probinginquiry, gathering samples
for later demonstration, demos for the demos. The
dark technical arts of instrumentation - electron
micrography, digital video, gas chromatography,
photography, illustration, satellite imaging, and
sculpture -actively equip thisinquiry, scaffolding
and highlighting knowledge (as a) production, urg-
ing (re)composition and the performance of areset.

Imperatively, we mightimagine an entirely other
pendulum, named for that non-native Parisian who
was also a creator of scenes (also linking him to
that so well-named French museological practice
scénographie). Michel Foucault was a writer and
thinker who engaged with the scaffolding, stag-
ing, and infrastructuring of thought, words, and
things. A pendulum named for Michel Foucault
would be different,altogether subaltern,and much
more eccentric. It would be a pendulum for driving
thoughtthroughandinto the stuffof dirty, telluric
life, registering notjustthe rotation of the earth but
its microtremors and tectonic creeps. It would be
an exhibition of scuttles and scratches, of the finer
delicacies of phenomena, of frustrated translations
ofinformation, and of incomplete, inefficient,and
devastating transductions of energy, knowledge,
and power. It is a pendulum we would hesitate to
callapendulumatall foritslack of superterranean
periodicity, clear symmetry, and smooth tracing
out of parametric lines.[*]

Michel Foucault’s treatise on the history and
development of modern epistemology, The Order

[4] Unsurprisingly, this metonymic play has its precursors. After the publication of his mystery-conspiracy novel Foucault’s
Pendulum, Umberto Eco commented, with characteristically ambiguous wit: “As an empirical author | was not so happy
about suchapossible connection [between Léon Foucaultand Michel Foucault]. It sounds like ajoke and nota clever
one,indeed...maybe | am responsible for a superficial joke; maybe the joke is not that superficial. | do not know. The
whole affair is by now out of my control” (Eco, Interpretation 82-83). We agree with Eco’s modulation of Foucault’s
“epistemes” —no complete epistemic breaks are possible. For Foucault, relations of sympathy, resemblance, and
hermetic semiosis are historically delimited, whereas Eco notes how these “premodern” tendencies persistin the
hermetic, Baroque writings, in parallel to the development of quantitative science (Hutcheon, “Irony-Clad Foucault”
312-27). Of course, we also agree with Eco that “maybe the joke is not that superficial.”
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of Things, begins in scenography. Like thatof Léon’s
pendulum,itisascenographythatisapparently but
deceptivelysimple - the famed mise-en-scéne (and
mise en abyme) painting of classical portraiture,
Las Meninas (1656) by Diego Velazquez. Foucault
describes this painting of painting, first, in terms
that seem to perform a smooth swing between re-
search and creation, observation and inscription,
representationand sensation. Foucault’s portrayal
oftheartistin Velaizquez’s painting is,at the outset,
an almost symmetric motion - from analysis to
synthesis and back again. The artist is placed “at
the neutral centre of this oscillation” (Foucault 4),
between world and representation. Satisfying our
moderns’ desire for simple, geometric explication,
Foucault’s pendular tracing notes, at first, how the
“painter’ssovereign gaze commandsavirtual trian-
gle whose outline defines this picture of a picture:
at the top - the only visible corner - the painter’s
eyes; at one of the base angles, the invisible place
occupied by the model; at the other base angle, the
figure probably sketched outon the invisible surface
ofthe canvas” (5). Theartistin Velazquez’s painting
is,foramoment, something of a functionary, trans-
porting light between two kinds of visible objects.
Foucault speaks indeed of the painter ruling at the
precipice between these two scopicregimes, “atthe
threshold of those two incompatible visibilities” (4).

Yet Foucault does not leave us for long in the
comfort zone of this oversimple description. This
fallacy ofastaticworld transported to the canvasis
swiftly sweptaway. In place of suchastaticworldis
installed “a place which, from moment to moment,
never ceasestochangeits content, its form, its face,
its identity” (5), even as the self-assured painter,
“standing a little back from his canvas” (3), poises
himselfforthe next marktobe made. The pendulum
of observation and reproduction, observing and
acting in the world, is quickly disturbed under scru-
tiny, transformingitselfintoamore complex scene

[5]

of acting with the world not in it, as interlocking and
dynamic framesand focuses, gazesandreflections,
and ambiguous swirls - a “spiral [that] is closed, or
rather, .. [that] isopened” (12).

Oblique rays of illumination and dark, enigmatic
shadowy figures begin to (over)populate Foucault’s
description, as he stirs up an aesthetic-epistemic
cyclone. The full text of Michel Foucault’s essay on
Las Meninas, comprising 6,845 words in its English
translation, is at pains to describe the parallel, re-
cursive, folded networks of relations-aset, perhaps,
of micropendula - constituting the composition
(of composition) in the painted Las Meninas. It is
a painting that Velazquez himself seems to have
produced in order to recompose, reset, and put on
display the illusion of sovereign points of view or
reflected perspectives popularized in medieval
painting (today we could call it “glitching”). Full of
impossible baroque convolution, as well as impos-
sible perspectives and lines of sight, no amount of
wordshavebeenable to provideaninterpretation of
this painting thatis clear or satisfactorily diagram-
matic. What is the baroque after all, if not an art
andscienceinservice of presenting overwhelming
meshesandinfinite connections, of exhibiting the
unknowable, resonant relationality of the world.
This is the baroque that John Law has explored in
relation to Actor-Network Theory, that “[ijnstead of
looking up, thislooks downand discoverslimitless
internal complexity within, which is materially
heterogeneous, specific,and sensuous” (Law, “And
if the Global” 13).

The romantic art historian remains frustrated
thatwe candrawno definitive, singular pointof view
regarding the points of view in Velazquez’s paint-
ing.[s] Las Meninas by both Foucaultand Velazquez
are contradictory depictions of the impossibility of
depiction,impossible scenographies, constantly in
flux, exhibiting unsimply that the oscillations be-
tweenobjects,ideas,and theirframingas exhibition

John Searle opens his own essay on Las Meninas with the line “Why after over three centuries does Las Meninas continue to
bother us?” (477). “maybe the joke is not that superficial.”



does not take sinusoidal shape; they do not fit the
form of Léon’s famous pendulum. These are the

characteristics ofa “pendulum” thatis neversimple
to describe; one that recomposes the undeniably
heaving mess of things; one thathelps “tieacomplex,
reticular knowledge net” (Kassung 390; Trans. the
authors) where the romance of scientificand artis-
tic modernism would have us install yet another
smooth, hyperbolicellipse.

[W]hat can be studied is always a relation-
ship oraninfinite regress of relationships.

Nevera “thing.” (Bateson 246)

Foucault’s intention in his Las Meninas essay is ap-
parentand explicit: to “preserve the infinity of the
task” (10) of both study and description, freeing
representation from the simplistic relation imped-
ing it; manumitting words, things, theories, prac-
tices, descriptions, and experience. “Las Meninas”
the essaytranslatesinto text, dissolves, resets,and
recomposes the complex undergirding of lines of
sight and plays of shadow in Las Meninas the paint-
ing. Foucault’slinguistic gestureisnotsmooth, but
theerraticzigzaggingandscuttled procedure ofan
infiniteand interminable attempt. Invoked in “Las
Meninas,” the essay, just as spending time with
the paintingitselfreveals,iswhat Dan Mellamphy
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4 FreiOtto. Vorgespanntes Raumseilnetz
i.d. Kiste [Pre-taut wire net spaceina
box].Ca.1964. Model.

and Nandita Biswas Mellamphy have called, after
Benjamin, the “messyantics” of materialistreality:

the interactions of objects and subjects acting to-
getherwiththeworld. Itisalinguistically dowsing[¢!

of whatmightlightup beyond the painting’s surface.
Seeking outtransversal, subterranean resonances,
the probinginsurrection ofa Foucault’s pendulum

named for Michel Foucault sketches outitsalternate

lines. What truths mightbe found, recalling Serres

versus Plato, in the dusky storm of ceiling shadows

that dominate Las Meninas, a Muslim architectur-
al interior in the Royal Alcazar of Madrid that so

often, if inadvertently, replaced the backdrop for
Velazquez’s scenographies.

Through Léon’sand Michel’s pendulums, we outline
divergenttypesof hermetic, hermeneutic “swings”
- these are divergent aesthetics and imaginaries
of knowledge, the mythologies of methodologies
which subtend research, practice, evidence, and
exhibition. We admit preference for the infinite re-
currence ofa pendulum named for Michel Foucault
-foundintheasymmetriesand heterogeneousness
of the “reset” andlinked to the occasions precipitat-
ing these writings:aresearch projectundertakingan
anthropology of modernity entitled An Inquiry Into
Modes of Existence (AIME), published in book form;
anexhibition project, Reset Modernity!,atthe ZKM |
Center for Artand Media Karlsruhe; the fruitful col-
laborationbetweenresearchersatthe Critical Media
Labin Basel, Bruno Latourand the team behind the
Europeanresearch endeavors AIME at Sciences Po,
Paris,and the minds, bodies,and edifices of ZK M |
Karlsruhe, Germany’s foremost mediaartsinstitu-
tion;ascenography designed and developed at the
Critical Media Lab in Basel by aloose amalgam of

[6] A “dowsingpendulum”isanapocryphaltechnology-aweight hung fromastring - that s used to locate (“divine”) the

subterranean water, petroleum, and metal deposits.
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5 The“verbose” console outputfortheincremental,sequential process
ofiinitiation processesthattake place eachtime acomputeris “reset.”
Screenshot.

MAC Franework successfully initialized
using 10485 buffer headers and 7298 cluster 10 buffer headers

FakeSMCKeyStore: started

Directid: Driver v1.3 (compiled on Jun 8 2012) loaded. Visit http://wew.coresystens.de/ for more information.
AppleKeyStore starting (BUILT: Sep 19 2013 22:20:34)

FakeSHC v6.0.1018 Copyright 2013 netkas, slice, usr-sse2, kozlek, navi, THe KiNG, RehabMan. ALL rights reserved.
I0APIC: Version Bx11 Vectors 64:87

FakeSMC: 18 preconfigured keys added

ACPI: Systen State [SB SS1 (S8)

pci (buitd 22 9 Sep 19 2013). flags Bx61008, pfn6+ (36 cpu) BxFBOBBABED. Ox80BOOHA0

[ PCI configuration begin 1

console relocated to BxeBB0B800

[ PCI configuration end, bridges 3, devices 8 1

RTC: Only single RAM bank (128 bytes)

B8.205 We could not find a corresponding USB EHCI controller for our OHCI controller at PCI device nunber3l
504 [SHC : successfully initialized
jncache: 1 CPU(s), 64 bytes CPU cache Line size

binit: done [64 HB total pool size, (42/21) splitl
Pthread support ABORTS when sync kernel primitives misused
rooting via b i from /chosen: 9073466E-1B60-34E7-BAB4-30B94065C3F4

baiting on <dict 1D="0">Ckey>IDProviderClass{/key><string I1D="1">I0Resources</string><key>IOResourceMatch{/key><string 1D="2">boot -uuid-media{/string>{/dict>
con . appLe .AppLeFSConpressionTypeZLib knod start
con . appLe .AppLeFSConpress LonTypeDataless knod start
con .appLe .AppLeFSConpressonTypeZLib Load succeeded
con . appLe .AppLeFSConpressionTypeDataless Load succeeded
SB heckSLeepCapability - controller will be unloaded across Sleep
F: i heckSLeepCapahility - controller will be unloaded a slee
boot device = I0Service:/AppleACPIPLatfor ExpErt/PCI[ImEEI[I[I[I/prlEHCPIPCI/pELEDBE 202901F ZlﬂpplEICHEHHCI/PRI[I(IEI/I[IHHCIDEVu:E@[I/prleHHCI iskDriver/ I0AHCTH
StorageDevice/ 10BlockStorageDriver /VBOX HRRDDISK Media/IOGUIDPartitio
SD root: disk0s2, major 1, minor 2
: b(1, 2): replay_journal: fron: 935936 to: 2162688 (joffset Bxa0000)
b(1, 2): journal replay done.
nounted Stuff on device root_device
.apple. Launchd apple.
.apple. launchd 1 apple. Launchd

Launchd xxx Launchd[1] has started up. x=x
»xx Verbose boot, will log to /dev/consold

con .apple . Launchd can.apple. Launchd *xx Shutdown logging is enabled. ==

jex /dev/rdisk0s2 (NO WRITE)

6 Theirregularnetworks,apocalyptic geology and chromatic “reset” of:
Alberto Burri. Grande cretto nero.1977. Masonite, soil,and vinyl.149.5 x249.5
cm. Centre Pompidou-CNAC-MNAM, Paris.



researchers, students, independent designers, art-
ists,and architects, knit together in a manner that
parallels the messy prehensions and articulations
wehavejustdescribed: the practices of scholarship,
research, exhibition design, art, and media. A de-
scription of these latter processesis notattempted
here,asthiskind of didacticism would nodoubttend
toward those unfortunately pretentious accounts
designers often use to productize what they do as
“design methods.” We conclude, as John Law does:

If much of the world is vague, diffuse or
unspecific, slippery, emotional, ephemer-
al, elusive orindistinct, changeslike a
kaleidoscope, or doesn’t really have much
ofapatternatall, then where does this

leave social science? (Law, After Method 2)

Weaskinstead: Where does thisleave the methods of
design? Of artistic practice? Of exhibition-making?

The “reset” of Reset Modernity!isa pendular gesture,
instituted asitis by thatword-forming prefix “re.” It
neverreturns precisely toapointof origin, thatim-
possible pointthatalwayslong since dissipated. Like
its syllabic cousins “return,” “review,” and “restart,”
itinstigates a movement done again, once more or
in turn, but with just a hint of undoing, decortica-
tion, of “peeling back the surface to see what the
planetaryreality is” (Woods n. pag.), followed by a
callforrecapitulation orrecomposition. As Donato
Ricci’s contribution to this volume attests (“Don’t
Push That Button!” r-m!24-41), resets are applied
variouslytoalarmsandscoreboards, ringsand bones,
and video games - the stuff of the earth, as usual,
offeringupits ownhighlyarticulate enunciation!”]
thatisalsoadeclination of the possibility of “start-
ingall overagain.” Practically absurd, yet still part
of modernist eco-pastoral fantasies of the re-turn,

WHY IS IT SO HARD TO DESCRIBE EXPERIENCE?

and extraplanetary fantasy of re-birth, “starting
all overagain” seems to besiege thinking as a kind
of “necrophilosophical drive for eternity through
extension” (MacCormack11). Thereis, forexample,
certainly no pretechnological condition to which
“we” couldre-turn, as “technologies precede humans
by hundreds of thousands ofyears” (Latour, Inquiry
223). But the slate can never be completely wiped
clean, and backward compatibility(®] is, broadly
speaking,alwaysanecessityand neverafeature. A
“reset” never presumes the wholesale, conclusive
violence of a clear-cutting, or the clean, ahistoric
sanitation of purification, but instead speaks to
the conditions for the possibility of renewal that
acknowledge themselves as tautological.

The reset’s pendular gesture is then of a kind
we have now named for Michel Foucault, just as
the resetof acomputer or Internet browser, which
doesthe good work of clearing outlog files, dumping
bungled memoryallocations,and erasing “cookies,”
allin expectancy of arecomposition, bit by bit. We
should not mistake these for “smooth” processes:
a computer’s reset sequence - ever so slightly dif-
ferent every time — gives us a reconstitution that is
the same but not, rigorously tautologically. An in-
finite, differential task, the reset links operations
of re-production and re-newal, as the re-initiation
ofaseries of phenomenalinkedinachain, thatone
by one, little by little, effect microtranscendental
recompositions. Why else would our everyday be
sofull of thisinfinite task-thisunquestioned, tech-
no-ritual of “turning itonand offagain”? Things,and
technologies in particular, like being reset.

The “reset” is a pendular path that stutters and
cracks our modern imaginaries, all the while at-
tempting to log the enunciations of our archival
world, dragging along with it an earthly, historical
ballast, never naively trying to escape whathas come
before: “Thereisalwayssomething thatexists firstas

[7] ‘“Languageiswellarticulated like the world with which it is charged” (Latour, Inquiry 144,).

[8] Technicalculture givesus “backward compatibility” as the ability of a contemporary model apparatus or system to
functionin concert with legacy systems, that s, older products or technologies.
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agiven,asanissue,asaproblem” (Latour, “Cautious
Prometheus” 4). The artistic practices, mediations,
and exhibitions of modernityare shot throughwith
therebarofindentured laborand the vulgarities of
rare earthand strip mining; the boundlessindustry
of science and computation are grounded by the
historic materialities of an earthly finitude with
which everything must necessarily be “backwardly
compatible.” Just as design is “never a process that
begins from scratch: to designisalwaystoredesign”
(4), all architectures (including our osseous skele-
tons[®]) are backwardly compatible with the ever
spinning globe; the most cutting-edge, high-fidelity
digital media are ineluctably backwardly compati-
ble with the properties of atomic silicon. Only that
which hasbeenbuiltcanbereset,and only by those
with enough access, and power, to know where the
“resetbutton” is,and pushiit.
Never the impossible apocalypse of acomplete
“re-start,” the “reset” gives up on the idea of entirely

clearingground. Itavoids creatingyetanother,apocry-
phal Lichtung - that delusion of Western philosoph-
ical thought we humans have long congratulated
ourselves for being singularly capable of. Instead,
wereturnto the description of experience,and the
experience of description-both “ours” and “yours.”
A reset of modernity does not clear the ground so
muchasitgroundsthe clearing. If ourrelatively small,
impressively brutal human scratchings on the sur-
face of earth show us anything, itis that overtures
toward Lichtungen come only viaincommodiousand
involved zoningauthorization meetings, legislative
permission tribunals, mass land redistributions,
andlandscape geoengineering projects.

Reset Modernity! is a scenography of resituated,
grounded bodies; an immersion into the cumber-
some “realities” constituting Western culture; a
simultaneousrecompositionand description (Law,
After Method 13); a set of philosophical and ambulato-
ry “turns” where multiple entrances and exits fold

into and onto one another. From above we should
deny ourselvesaview of whatwe descend below to
betterexperience. Aswith Vernes’s “cave streamed
with light,” it is a scenography of knowledge as at-
tachment, as grounded - nota “clearing,” orevena
“clearingup,” butthe attempttojostleand resetthe
jumbled museum of the earth. Itis the exhibition of
aFoucaultpendulum named for Michel, oscillating
throughthefissuredand cracked surface of the earth.
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7 BGL.Domainede 'angle|.2006. Installation. Saint Charles de Bellechasse.
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8 PaoloPatelli, Moritz Greiner-Petter, Jamie Allen, Dan Kray,and Mirko
Mertens. RM! exhibition earth/grounding scenography concept. 2015. A
photograph of a physicalmodel of zk m at Critical Media Lab Basel, showing
partofthe earth/grounding scenography concept for the Reset Modernity!
exhibition. Specialthanks to Inbal Lieblich.
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The Critical Media Lab, part of the
Institute of Experimental Design
and Media Cultures atthe Acade-
my of Artand Designin Basel,was
asaresearchandrelay partner for
the developmentofthe AIME
exhibitionatzkm|Karlsruhe.
Researchersactedas curatorial
andscenography advisors during
exhibition development,and 509
undertook sketchingand proto-
typing sessions amongstinterdis-
ciplinaryresearchersandstudents,
taughtashortcourse on AIME
topicsandthemes, heldreading
groups,and advised on material
and curatorial selections, exhibi-

tion developmentand visitor flow.

9a Roofpartsofthecardboard
model.2015. Photograph.
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9c Jamie Allen. Sketch of the visitor’s
movementinthe exhibition.2015.
Drawing.
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g9e Photoofaconstructionsitein
Baselduringthe summer of 2015.

of Jamie AllenandjohannesBruderdevelop AiME exhibitionideas with
students of the Academy of Artand Design FHNW in Basel. Oct.2015.
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gk Jamie Allen.Sketch of the visitor’s
movementinthe exhibition,
includingthe walls. 2015.
Drawing.
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rendering of the exhibition
scenography.2015.Screenshot.
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gn Sketchofatopview of the proposed exhibition
scenography.2015. Drawing.
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