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I recall the fine film Willard (1972, Daniel Mann). A “B” 
movie perhaps, but a fine unpopular film: unpopular 
because the heroes are rats. My memory of it is not 

necessarily accurate. I will recount the story in broad out-
line. Willard lives with his authoritarian mother in the old 
family house. Dreadful Oedipal atmosphere. His mother 
orders him to destroy a litter of rats. He spares one (or two 
or several). After a violent argument, the mother, who “re-
sembles” a dog, dies. The house is coveted by a business-
man, and Willard is in danger of losing it. He likes the prin-
cipal rat he saved, Ben, who proves to be of prodigious 
intelligence. There is also a white female rat, Ben’s com-
panion. Willard spends all his free time with them. They 
multiply. Willard takes the rat pack, led by Ben, to the 
home of the businessman, who is put to a terrible death. 
But he foolishly takes his two favorites to the o!ce with 

him and has no choice but to let the 
employees kill the white rat. Ben es-
capes, after throwing Willard a long, 
hard glare. Willard then experiences  
a pause in his destiny, in his be coming-

rat. He tries with all his might to remain among humans. He even responds to 
the advances of a young woman in the of- fice who bears a strong “resemblance” 
to a rat—but it is only a resemblance [...]
 We can be thrown into a becoming by anything at all, by the most unexpected, most insignificant of things. 
You don’t deviate from the majority unless there is a little detail that starts to swell and carries you o".
  Gilles Deleuze & Felix Guattar, A Thousand Plateaus: Capitalism and Schizophrenia (1980)

To become is not to progress or regress along a series.  
Above all, becoming does not occur in the imagination.  
Becomings-animal are neither dreams nor phantasies.  
They are perfectly real. But which reality is at issue here?  
For if becoming animal does not consist in playing  
animal or imitating an animal, it is clear that the human  
being does not “really” become an animal any more than  
the animal “really” becomes something else.

 Gilles Deleuze & Felix Guattar, A Thousand Plateaus: Capitalism and Schizophrenia (1980)

This is a Proposal for a Show. 
Which is going to happen at some moment
but at the moment it just exists 
HERE
And what I’m proposing is that the show, in as far as 

possible
is set in the Past and the Future at the same time

This is a Proposal for a Show. 
that would be 
 populated by Things
that have one foot in 
this world 
and one in another
And its going to toggle between the two

 Mark Leckey, Prop4aShw (2010) 

W hen two hands touch, there is a sensuality of the flesh, an exchange of warmth, a feel-
ing of pressure, of presence, a proximity of otherness that brings the other nearly as 
close as oneself. Perhaps closer. And if the two hands belong to one person, might this 

not enliven an uncanny sense of the otherness of the self, a literal holding oneself at a distance in 
the sensation of contact, the greeting of the stranger within? So much happens in a touch: an infin-
ity of others—other beings, other spaces, other times—are aroused. When two hands touch, how 
close are they? What is the measure of closeness? Which discipli-
nary knowledge formations, political parties, religious and cultural 
traditions, infectious disease authorities, immigration o!cials, and 
policy makers do not have a stake in, if not a measured answer to, 
this question? When touch is at issue, nearly everyone’s hair stands 
on end. I can barely touch on even a few aspects of touch here, at 
most o"ering the barest suggestion of what it might mean to ap-
proach, to dare to come in contact with, this infinite finitude. Many 
voices speak here in the interstices, a cacophony of always already 
reiteratively intra-acting stories. These are entangled tales. Each is 
di"ractively threaded through and enfolded in the other. Is that not 
in the nature of touching? Is touching not by its very nature always 
already an involution, invitation, invisitation, wanted or unwanted, of 
the stranger within? 
 Karen Barad, On Touching—The Inhuman That Therefore I Am (2012)

It would be a year ago,  that this story began
That I would be waiting for you 

That you would be waiting for me too …

– Du nix Mann? Verheiratet?
– Mein Mann ist tot. Schon lange.
– Was arbeiten Sie denn?
– Mit Autos. Ganze Tag. Immer.
–  Mhm. Und Abends gehn Sie dann 

hierher?
– Ja.
–  Hat schön Musik. Viele Kollege 

arabisch. Weiß nicht andre Platz. 
Deutsch mit Arabisch nicht gut.

– Warum?
–  Weiß nicht. Deutsch mit Arabisch 

nicht gleiche Mensch.
– Aber – am Arbeitsplatz?
–  Nicht gleich. Deutsche Herr, Arabisch 

Hund.
– Aber dass ...
–  Egal. Nix viel denken – gut. Viel 

denken – viel  weinen.

– You have no man? Married?
– My husband is dead. Ages ago.
– What work do you do then?
– With cars. All day. Always.
–  And you spend your evenings  

here?
– Yes.
–  Good music. Many Arab colleagues. 

Don’t know other places.  
Germans with Arabs not good.

– Why?
–  Don’t know. Germans and Arabs not 

the same people.
– But—at the workplace?
–  Not the same. German master, Arab 

dog.
– But ...
–  Who cares. Better not think too 

much. Think much—c! much.
Ming Wong, Eat Fear / Angst Essen (2008)

It will be a year ago that this story begins 
That I will be waiting for you
That you will be waiting for me too … Ming Wong, Next Year - L’Année Prochaine (2016)
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M y whole body changed into something else. I could see through myself. And I went up ... I 
wasn’t in human form ... I landed on a planet that I identified as Saturn ... they teleported me 
and I was down on [a] stage with them. They wanted to talk with me. They had one little 

antenna on each ear. A little antenna over each eye. They talked to me. They told me to stop [attending 
college] because there was going to be great trouble in schools ... the world was going into complete 
chaos... I would speak [through music], and the world would listen. That’s what they told me.  Sun Ra

The data thief wanders through the ruins, the detritus,  
the wastelands of our late twentieth century and he comes across  

a little piece of stone, a fragment. Written on it is a  
strange phrase. “The line between social reality and science fiction 

is an optical illusion.”  

– What it is, what it is? 
–  I am Sun Ra, ambassador from the Intergalactic region of the 

Council of Outer Space. 
– Why are your shoes so big? 
– Are those moon-shoes? 
– How do we know you are for real? 
–  How do we know you are not telegrammed like an old hippie or 

something? 
 <laughter>
– What are you? We don’t know that.
– Is he for real?
– He might have something going for him.
– What kind of shoes are that that you have got on your feet?
–  Yeah, walking around in all those funny clothes. I would 

probably take o" running if I saw somebody coming taking to 
me about all the message of going to outer space.

– I mean, what it is? what it is?
– How do you know I am real?
– Yeah
– I am not real.  I am just like you. 
  You don’t exist in this society.  If you did. Your people wouldn’t be seeking equal rights. You are not 

real. If you were you would have some status among the nations of the world.  So we are both myths. 
I do not come to you as a reality. I come to you as the myth, because that is what black people are.  
Myths. I came from a dream that the black man dreamt long ago. I am actually  
a present sent to you by your ancestors.   Sun Ra, Space is the Place (1974)

W e are all chimeras, theorized and fabricated hy-
brids of machine and organism; in short, we are 
cyborgs. Ths cyborg is our ontology; it gives us our politics. The cy-

borg is a condensed image of both imagination and material reality, the 
two joined centres structuring any possibility of historical transformation.

Donna Haraway, A Cyborg Manifesto. (1985; 1991)

“If you’re not a myth, whose reality are you?  If you’re not a reality, whose myth  
are you?”  Sun Ra

‘Empathy’ This word belonged to the other side. From Brecht 
I had learned not to gawp so romantically. In the 
theatre you should sit back and take up a dis-

tanced position of appraisal. The performers should maintain a distance from their roles too, so it can 
be shown that people are the way they are because circumstances are the way they are. 

And circumstances are the way they are because people are the way 
they are. However, they aren’t only imaginable the way they are but also di"erent-
ly, the way they could be, and circumstances can also be imagined di"erently 
from the way they are ... 

‘Empathy’  is too good a word to leave to any other side. ‘Empathy’ is a 
finer expression than ‘identification’, and the German word Einfühlen has a trans-
gressive overtone. A compound of Eindringen (to penetrate) and Mitfiihlen (to 
sympathize). Somewhat forceful sympathy. It should be possible to empathize in 
such a way that it produces the e"ect of alienation.  Harun Farocki, Einfühlung, Empathy (2008)

It doesn’t look maybe at first glance that this 
 beautiful Navajo basket, which of course I have no 
right to own... One of the reasons I hold it up here  
is because it’s also embarrassing. How is it that a 
daughter of conquest owns this object? I just  
sort of leave that there as a question. There is no 
way that we can touch without inheriting the  
whole thing. It is not that I feel guilty with holding 
this basket, but the basket is also this eruption  
of the whole story, of dispossession and dependent 
sovereignty of the Native American people […]  
I can’t not know who I am in the American West.  
 Donna Haraway, Story Telling for Earthly Survival (2016)

T here I was lecturing to these Princeton undergraduates with 
all of us having these extraordinary teeth. And I got interested 
in the history of the profession of orthodontia. And the ques-

tion that drove it was: How does the orthodontist, if you fix an under-
bite or an overbite or whatever, how does the orthodontist know when 
to stop? What counts as a correct bite? Because that’s a historically 
very multitudinous matter—how you use your teeth. People who use 
their teeth to process leather, or chew a di"erent kind of food, or many 
other things, are gonna have many di"erent shaped jaws. And 
then there are also the genetic screw- ups, like my father and I 
with teeth all over the place, you know, getting fixed. 
So, I found this wonderful physical anthropologist , 
named Loring Brace, who has written a 
paper about the history of 
orthodontia. You know,  
a group of den-
tal specialists 
that consol-
idate into 
their own 
profession in the late 19th 
century, which is exactly 
the period when a lot of di"erenti-
ation of med- icine is happening into 
separate bod- ies of specialists. So, this 
was very famil- iar. Remember I was a histo-
rian of biology those days. But what Loring 

Brace was also interested in was  how the orthodontist 
knew when to stop, if they were correcting a bite. And what 
he argued was that in the evolutionary bio-anthropology of 
the 19th century and well into the late 20th century, the sort 
of progression from the big jawed pre-Homo sapiens and 
then on through the races of man, the fundamentally racist 
racialized picture, that the orthodontia organised itself 
around the correct facial angle. Straight out of racial anthro-
pology of the 19th century. And the correct bite was derived 
from a population that never lived on planet earth except in 
sculpture—The correct facial angel is the facial angle of the 
statue of greek gods. <laughter>  

Donna Haraway, Story Telling for Earthly Survival (2016)

Outside:  Lost in your vision
  Deprived of your reason
  Run your hands over these stones
  Rest a while 

  Lost in your vision
  Deprived of your reason
  Run your hands over these stones
  Rest for a while ( ... )

Inside:  ( ... ) Come, little visionary, come …
  come to me
  You think you are within me now, 
  but the tables have turned,
  This is not my body, 
  I am not the whole truth, 
  I did not create man, 
  nor did I bear him,
  I am but a white answer
  But you!
  You have the eye of the world!
  Go then,
  confront the big questions, 
  And welcome in the world of 
  uncertainty and imprecision

Pauline Curnier Jardin, Grotta Profunda - the moody chasm (2011)

Right hand:  Hm, Hm
Right hand:  I spoke it with you. 

Right hand:   She said if she was a man 
she would not have to be 
a tour guide. She said that 
she shows her work not to 
be seen. She shows her 
work to be seen, not to be 
explained by her.

Right hand:  Yes.
Right hand: No. She is not.
Right hand: No
Right hand: She is dead?
Right hand:  Oh, I had no idea. So 

what are we doing here?
Right hand:  And besides it was a move-

ment for white women. 
They said they were fight-
ing men.

Right hand:  They educated white men. 
Right hand:   who is the oppressor? 
Right hand: Have you seen the show? 
Right hand: Too many people? 

Right hand:  No! No! No!. Not as bad. 
Yes, almost. A million art-
ist cramped into small 
space. Installation present-
ed as frontal projection on 
a waiting list with hun-
dreds of others. 

Right hand:   Yes, but at least in African 
shows you get a per diem. 

Left hand:  Did you say it? 
Left hand:   Did you hear why she said 

why she would not show 
her work? She said ...

Left hand:   Oh, but there is lots of art-
ists here. 

Left hand: Adrian Piper is here.
Left hand:  Yes, she is.
Left hand: She is dead
Left hand:  Yes, Barbara Kruger killed her. 

Left hand: They needed some colour.

Left hand:  But they give birth to white 
men. They mar! them. 
They fuck them. They love 
them. They are their broth-
ers, their fathers, thier lov-
ers, their sons.

Left hand:  So, 
Left hand:  So,
Left hand:  Nope, too crowded.
Left hand:   No, too many ar"orks. It 

looked like a market place. 
Like that show Africa remix. 

Left hand: Come on!

Left hand:  Hmmmm ... Pussy, pussy, 
pussy, pussy, pussy, pussy, 
pussy, pussy, pussy, pussy, 
pussy, pussy, pussy, pussy, 
pussy, pussy, pussy... I say 
pussy morning noon and 
night. It makes my teeth 
white.

Tracy Rose, The cant show (2008)

Both hands:   Ladies and Gentlemen, what you are about to hear are not necessa! 
the views of the artist. 
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John Akomfrah, Last Angel of History (1995)



I n all traditions they speak of Holy Mountains—The Meru 
Mountain of India, Mount Kunlun of the taoist, the karakoram 
of himalaya, the mountain of the philosphers—the Rosacruz 

mountain, the Kabbalistic mountain of San Juan de la Cruz. There 
are many other Holy Mountains. The Legend is always the same. 
Nine immortal men live on top of the mountain. From the highest 
peak they direct our world. They hold the secret to the conquest 
of death. Alejandro Jodorowsky, The Holy Mountain (1973)

One day
Death arrive
and man finally began to think about it

Seeing himself as an immortal soul,
far, far away from his animal origins, 
and not accepting one instant inexistence
he created holes
where he thought he could continue to exist

Yet man is very attracted to this void
with its black teeth and its velvety body

and his thoughts return there often,
showing how he can’t stand it…
Death is a spider
whose demented song will help you leave this 
world

where questions never answer you  Pauline Curnier Jardin, Grotta Profunda - the moody chasm (2011)

What if Nature, too
Made art, too?
What if Nature could make art?
could sing, and paint?
and play and sculpt?

What if all meaning is lost?
neither hands nor tails,
What if the cave itself, 
had made this feast?

Pauline Curnier Jardin, Grotta Profunda - the moody chasm (2011)

singing
moving back and forth in front of the window
scratching a stone over a wooden plate
moving the hand strongly over a computer keyboard
swinging a necklace towards a window with the one hand while holding it with 

the other
bouncing a spiral toy- listening to the sound
still singing
stepping a book with the foot
moving a wire around a doors handle
touching the wavy bottom of a plastic tub with the tip of the fingers
going on

waving with a receive towards the window
circling around a cupboards handle
moving the nose up and down in the middle of an opened magazine
listing the sound of the magazines pages
moving the nose in the middle of the magazine again
switching between pointing outside and inside the room

touching the water coming out of a water tap with the tip of a finger
circling the finger up and down in the water coming out of the tap
flipping the water using di#erent fingers of the same hand
whipping back and fourth towards the window while moving all fingers of the 

hands
tipping very fast on a computers keyboard while look-

ing at the screen
smelling the upside of a hand while moving it constantly 

from left to right
listening to the sound of a spinning tool by spinning it 

close to the ear
feeling the texture of a pillow by circling the face on it
chewing on a pen by only using the lips
looking into the cameras lens

keep looking on an opened book
putting together block toys carefully
standing in front of the window moving your fingers with the hands on height of 

the shoulders
walking outside of the cameras range
This language is not designed for the human mind to get interpret-

ed. It’s not about designing words or even visual sym-
bols for people to interpret. It is about being in a constant 
conversation with every aspect of the environment,  
reacting physically to them.    A. M. Baggs “In my language” (2008)

W aves make di"raction patterns precisely because multiple waves can be at multiple places 
at the same time. And a given wave can be at multiple places at the same time. Particles 
do neither. By definition particles are localised entities that take up space. T h e y 

can be here or there. But not in two places at once. However it 
turns out that entities we take to be particles can produce 
di"raction patterns under specific circumstances. How can 
this be? According to quantum phys- ics this is be-
cause a given particle can be 
in a state 
of super-
position. To be 
in a state of su-
perposition, be-
tween two positions 
for example is not to be here 
or there, or even here and there. Rather 
it is to be indeterminately here-there. That is it is 
not simply that its position is unknown but rather 
there is no fact of the matter of weather it is here or 
there, or anywhere.

Karen Barad, Undoing the Future, Barnard College in NYC (2018)

Diffraction is an optical metaphor, like mirroring, but it carries 
more dynamism and potency. Diffraction patterns are about a 

heterogeneous history, not originals. Unlike mirror reflec-
tions, diffractions do not displace the same elsewhere.

Donna Haraway, How Like a Leaf. Donna J. Haraway: An Interview with Thyrza Nichols Goodeve. NY: Routledge (2000)

The Mothership Connection is Clinton’s symbol for what happens to funk when 
you pass it through the studio, and when it becomes kind of an astroid, or  
becomes space, or becomes extraterrestrial. The Mothership Connection is like 
a link between Africa as a lost continent in the past and between Africa as an 
alien future.   John Akomfrah, Last Angel of History (1995)

Queerness is essentially about the rejection of a here and now and 
an insistence

on potentiality or concrete possibility for another world.
The future is queerness’s domain. 

Jose Estaban Munoz, Cruising Utopia: The Then and There of Queer Futurity. New York: New York UP (2009) 

 < Laughter>
– Sit down!
–  I promised you the great secret,  

and I will not disappoint you.
–  This is the end of our adventure!  

Nothing has an end.

We came in search of the secret of 
 immortality. To be like gods.
And here we are—Mortals! More human 
than ever. If we have not obtained  
immortally, at least we have obtained reality. We been learning a fairytale— 
and we came to life—but, is this life reality? No, it is a film. Zoom back camera! 
We are images, dreams, photographs. We must not stay here. Prisoners.  
We shall break the illusion. This is Maya. Good by to the Holy Mountain! Real life 
awaits us!  Alejandro Jodorowsky, The Holy Mountain (1973)
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Seminar SoSe20,  
HFBK Hamburg

In this seminar we are examining the moving image and the laughing 
body’s potential to overturn our habitual course and change the domi-
nant order of things. We are looking into situations in where bodies, im-
ages and sounds speak through unstable and unforeseen movements 
and encounters. How is this relevant today in a time with big data and 
algorithms? Like the sudden invasion of laughter that for a moment sets 
us o" course, this seminar explores ways in which we communicate 
beyond instrumental language, subjectivity and reason, to experience 
what the moving image and our bodies can do and how they can teach 
us about the limits of our thinking.

Non-knowledge, Laughter and the Moving Image is an artistic research 
project led by Annika Larsson. The project is funded by the Swedish 
Research Council and done in collaboration with The Royal Institute of 
Arts in Stockholm and HFBK-Hochschule für Bildende Künste Hamburg.

Text and Images complied by Esther Roth, Benjamin Janzen,  
Lisa Ostapenko, and Annika Larsson, design by Leon Lothschütz
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