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Yael Bartana, Mary Koszmary, one channel super 16mm film transferred to video, duration: 10:50,
IAN WHITE 2007. Courtesy Annet Gelink Gallery, Amsterdam and Foksal Gallery Foundation, Warsaw

Ecstatic Resistance is a project, practice, partial philosophy and set of
strategies. It develops the positionality of the impossible alongside
a call to re-articulate the imaginary. Ecstatic Resistance is about the
limits of representation and legibility—the limits of the intelligible,
and strategies that undermine hegemonic oppositions. It wants to
talk about pleasure in the domain of resistance—sexualizing modern
structures in order to centralize instability and plasticity in life,
living, and the self. Itisabout waiting, and the temporality of change.
Ecstatic Resistance wants to think about all that is unthinkable and
unspeakable in the Eurocentrie, phallocentric world order.

The project is inspired by several years of witnessing and participating
in projects that 1‘e—imagine what po]itica| protest looks like. And
i ' what it feels like. With one foot in the queer and feminist archives,
) and another in my lived experience of collectivity,’ I first began to
use the phrase as a way to think through all the reverberations and
implications of the work I saw around me—work I was both invested
in and identified with. Ecstatic Resistance became the form of my
engagement, as both provocation and inspiration, challenge and
context.

As an artist, it is very important to me to engage my peersr practices
and to think publicly about the terms and contexts of aesthetic
production; to develop concepts and experiences from the social
and aesthetic fields in which I have had the privilege to situate my
life. I was moved to articulate the connections I saw developing and
to make explicit a vocabulary with which these artists and their works
could make an impact on multiple disciplines. [ also believe it crucial
to situate these works within a genealogy of activity to assert the
trans-historical-ness of the subjects. events, and strategies that are
expounded here. Ecstatic Resistance is a thread of historical action
that if seized upon has great potential to dismantle and restructure
the cultural imaginary.

My project here is to write the echoes of ecstatic resistance, a vocabulary
with which we can begin a conversation and hope that the related
theses set the stage for future actions and articulations. In teasing
out the ambitions and potentia] of the diverse works that inspired
this project, I climbed my way through questions of occupation,
universality, the unconscious, truth, technology, risk, ethies, and
more. Eventually I centralized my understanding and my desire
around a few key terms: impossible, imaginary, pleasure, plasticity,
strategy, and communicability; connecting these ideas to talk about
the image of resistance.

Ulrike Ottinger, Jacobs Pilger, Context: Freak Orlando, color photograph, Berlin, 1981,
Copyright Ulrike Ottinger



Ecstatic Resistance expresses a determination to undo the limits of what
is possible to be.

Iam ]r.:ok_ing for the body. my body. which exists
outside its patriarchal definitions. Of course that is
not possible. But who is any longer interested in the

possible? — Kathy Acker"

Ecstatic Resistance develops a positionality of the impossible as a viable
and creative subjectivity that inverts the vernacular of power. By exposing
past impossibilities, the actor of history is thus revealed as the outcast of
the contemporary. Ecstatic Resistance works to change this by celebrating the
impossible as lived experience and the place from which our best will
come.

Alongside the vitalization of the impossible life, Ecstatic Resistance
asserts the impossible as a model for the political. Politics is a system of
that which is forbidden and cannot be done. When politics is framed as
‘reason and progress’ it disguises the primacy of oppression. Changing
the perspective of politics away from a positivity and pointing to its limitations
and selective applications reorganizes the hierarchy of political actors.
The impossible always arrives.

It is always the first time.

The written, the imagined,

the confrontation with reality.
Must imagination shun reality,
or do the two love each other?
Can they become allies?

Do they change when they meet?
Do they swap roles?

[t's always the first time.

Lady Windermere in Johanna d'Arc of Mongolia
— Ulrike Ottinger™

JOIN THE STRUGGLE
TAKE SOME
FOR YOUR OWN USE

Jeanine Oleson, The Greater New York Smudge Cleanse, a series of public performances Fall 2008,
Shown: West Village procession to the Stonewall Inn, Oct. 25, 2008. Photo credit: Khaela Maricich

Ecstatic Resistance postulates the necessity of a new imaginary. The
potential of this new imaginary is to move forward from a place that is
unrestricted by patriarchal rationality and historical oppositions that
serve only the man who is a man and looks like a man and wants to be a
man.

Great feminist thinkers have long written the desire to unbound sexual
difference in the imaginary, to overthrow the rule which creates
the world in which the woman is a defective man.” A world in which the
idea of a different body is unspeakable within a system of meaning and
recognition. Within this limited frame people have continuously
composed their bodies in opposition—living, moving, struggling and
improvising meaning. The persistence of these multi-valiant subjectivities
has produced many things over time, but it is no longer possible to move
forward without amending the imaginary harbored in our bodies and
the language that comes forth from there. In order to develop this new
imaginary we must be wi]ling to disrupt our knowledge of self, and to risk

unrecognizability.

Dear Friend,

| am black.

| am sure you did not realize this when you madeflaughed
at/agreed with that racist remark. In the past, | have attempled to
alert white people to my racial identity in advance. Unfortunate-
Iy, this invariably causes them lo react to me as pushy,
manipulative, or socially inappropriate. Therefore, my policy is to
assume that white people do not make these remarks, even when
they believe there are no black people present, and to distribute
this card when they do.

| regret any discomfort my presence is causing you, just as |
am sure you regret the discomfort your racism is causing me.

© ANGRY ART 1986

Left: Adrian Piper, My Calling (Card) #1 & #2, 1986-90. Davis Museum and Cultural Center,
Wellesley College, Museum purchase, The Dorothy Johnston Towne (Class of 1923) Fund.
Photo Credit: Briggs Photography

Above: Adrian Piper, My Calling (Card) #2, White business card with printed text, 2" x 3.5",
1986. Image © Adrian Piper Research Archive, Berin



This new imaginary is the recently returned phantom left hand of
the impossible. It is our body map changing and reconnecting our
idea of self to that which was considered impossible—to feel things
that can’'t be seen, to believe in a bndy outside the limits of the
intelligible.

Health consists in having the same diseases as one’s

neighbors. —Quentin Crisp”

Ecstatic Resistance asserts the centrality of plasticity—profoundly
acknowledging the ability of brain, body, and culture to reorganize
itself. Plasticity is the subterranean quake to the caked shell of modernity.
It’s the cross-dressing, cell splitting, boundary shifting, apology giving,
friend making mirror. Getting ready for an evening when the plasticity
principle pushes up on the pleasure principle and says, "Think again.
Think again. Your mind has changed as quickly as the clock. The world is
not pleasure, pain, and gratification: we breathe struggle, improvisation
and collaboration.”

Writing is precisely the very possibility of change,
the space that can serve as a springbnard for
subversive thought, the precursory movement of a
transformation of social and cultural structures.
—Héléne Cixous"”

Ecstatic Resistance fundamentally alters the image and process of the
political by developing strategies that bypass and subvert entrenched
theoretical constructions that set the limits of the intelligible. Ecstatic
strategies unearth the potential to find new ways of being in the world.

Sharon Hayes, Revolutionary Love 2: | am Your Best Fantasy, documentation of
performance, Republican National Convention, St. Paul, MN, 2008. Courtesy the artist
and Tanya Leighton Gallery. Photo credit: Gene Pittman for the Walker Art Center

Working to renegotiate the vernacular of power and resistance, the
limits of representation become scenes of improvisation in which the
process of consolidation and the fallacy of transparency give way to the
lived experience of contradiction and simultaneity. Implicit is a critique
of representation; explicit is the demand to recognize these strategies as
significant contributions to the field of aesthetics and social change.

It wasn't a question of communication or something
to be understood, but it was a question of changing
our minds about the fact of being alive. —John Cage™

Ecstatic Resistance emphasizes "the telling” as a key relational model
between the unspeakable and communicability. Communicability is
defined by the laws of legitimacy—what is possible to say. The unspeakable
exists outside of articulation, law, the imaginary and even alterity. "The
telling” theoretically triangulates these terms in the form of an encounter.

lan White, Democracy (detail), color photograph for performance, 2009.
Photo credit: lan White

Signiﬁcant is the formulation of speaking as a desire, a desire to share,
to articulate an experience to an/other. The telling springs forth from
desire, the tension between pleasure and need forges a route to bridge
the encounter. Assisted by affect, the situation becomes improvisational—
‘T must find a way': to say what [ mean, to share what I've seen.

“The telling” occupies a space between reportage and the creative function
of self-narrativizing. The act of sharing inaugurates the potential of
one experience to accumulate and become a formative moment of
transformation.

Eestatic Resistance is an inquiry into the temporality of change. Time,
the time of transformation, the duration and physicality of the experience
of change. And drama—the arc of history. The temporality of the ecstatic
opens a non-linear experience in which connections are made at break
neck pace and a moment later time appears to stop us in the dynamism

of one challenging thought.

performance, 2009. Photo credit: Calvin Burnap



This disorganization of time is against the force of realism. It is a
personal allowance that once incorporated pl‘oliﬁar‘atcs the production of
alternatives and builds new perspectives from the ruins. Excesses of
experience become the fragments for the future.

Eestatic Resistance wonders about w;liling—the dynamic between action
and recognition, movement and the symbolic.

This exhibition attempts to bring together projects that present a diverse
slice of ecstatic resistance—conceptually, aesthetically, and generationally.
The exhibition wrestles the question of "what is possible’ into a new arena
in which the cultural symbolic is dislodged long enough that the excess of
its formulations tumble back into play. Some works create a place from
which to build ethical structures for the impussible to thrive. While others
accentuate the lived experience of impossibility and resistance. They
speak pleasure to power. They shake their sensuous amputated left hand
at the invisible naysayer and say, “Why not?"

The show presents experiments in Ecstatic Resistance. The strategies
are manifold: My Barbarian perverts traditional structures used in the
dissemination of ‘common sense.” Adrian Piper writes a provocation into
definition defying space. Yael Bartana makes room for the political
impossible. Jeanine Oleson orchestrates a clash between nature, culture,
humor and power. Sharon Hayes connects desire and articulation as
political necessity. Jan White performs the constraints of being free. Ulrike
Ottinger creates intricate journeys of excessive realities. A.L. Steiner refuses
the logic of the phallocentric world order. Matthew Lutz-Kinoy dances
an ecstatic encounter and all its reverberations. Dean Spade and Craig
Willse suspend usin the question of now, when or then did the revolution give

us everyl.hing we asked?

What is it possible to think within the installation that before you
approached it you cannot have imagined?

Emily Roysdon
September 2009

Matthew Lutz-Kinoy, it's not me, it's you, inkjet print on paper with watercolor
and pastels, A4, 2008.

Notes

' I worked for six years in the collective LT'TR, producing an independent feminist art journal and
5.

hy Acker, Seeing Gender, Critical Quarterly, Vol. 37, Winter 1995, p. 84 (found in Ulrike Miiller
essay, No Land Ho, Kathy Acker’s Literature of the Body, springerin, volume IX, issue 1/03, Vienna,
2003).

" Ulrike Ottinger, Image Archive, Verlag fiir moderne Kunst, Niirnberg, 2005, p.11.

" Notably Hélene Cixous and Luce Irigaray.
“Quentin Crisp, The Naked Civil Servant, 1975, transcribed from film.

' Hélene Cixous, The Laugh of the Medusa, trans. Keith Cohen and Paula Cohen, Signs 1, no. 4
(1976): 875-93.

" John Cage, transcribed from radio interview, WNYC, August 27, 2007, http://www.wnye.org/music/
Jjohneage html.

My Barbarian, Post-Living Ante-Action Theater (PoLAAT), Galleria Civica di Arte Contemporanea, Trento, Italy, 2008. Photo credit: Hugo Mufioz

1. Estrangement / Straniamento

Disegna una linea perforata attomo al tuo corpo
Metti in pratica la distanza tra

Te stesso

E quello che stai facendo

Con una linea attorno al tuo corpo

Adatlala all'effetto di

e elementi “camp”
‘oo al tuo corpo
antificazione®

Per cnticare I'a

Si spera che

In una cnlica|
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Cover Image: Emily R0¥Jsdon. Ecstatic Resistance (schema), silk-screen and
chine-colle on paper, 2009,

A.L. Steiner, Positive Reinforcement (detail), photo collage, dimensions vaai(a)%ls,
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