


Intro:

1 decided to do this first paper as a zine
for a number of reasons. First, the
format of the zine never allows one to
grasp the original (Benjamin), as it is
always already copied (Baudrillard).
Second, the way zines are mechanically
reproduced is foregrounded in their very
format. Finally, the medium and the
message can’t easily be separated:
copies of copies interrogate originality,
authorship, copyright, and commodity
ownership culture. Scanning this zine to
.pdf and posting it to Blackboard also
has some interesting implications. I
have written this “paper” in a series of
smaller vignettes, both to stay true to the
form of the zine, and also to most
accurately represent my learning so far
(fragmented, incidental, ongoing).
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Benjamin’s “Work of Art in the Age of
Mechanical Reproduction”

it

How do we signify modernity? Does the
advent of film and photography point to the
loss of aura through the mechanical
reproduction of the work of art itself? The
aura as the essence of originality or
authenticity of a work of art that has ns
been reproduced, that occupies a specn"lcj
place and time. However, we can’t regain
this aura. It is always already lost. We
retroactively project the aura onto the past as

a way to construct our present.

not

Our perception is changed by the
mechanical reproduction of art. The
filmmaker manipulates what we see in film.
This is at once radical and revolutionary, but
also is totalitarian. Manipulation is
manipulation. However, this “loss” of aura
opens up a way to politicize art, which
should not always be seen as negative. As
the mechanical reproduction of art can be
seen as propaganda, within it also lies
liberatory possibility.




Simulation is the current stage of the
simulacra: the map precedes the
territory. The real is produced
through reproduction, simulation. It
is without rationality, as it no longer
needs to measure itself against the
ideal or its negative. The real isn’t
even real anymore; it is hyperreal.
There is no longer space for
distinction between real and
imaginary in the third order of
simulacra.

Dreams already are.

Disneyland is presented as imaginary
so that we see the rest as real (12).
The same could be said of
Hollywood. We see filmic
representations of apocalyptic
terrorist attacks as fiction, whereas
9/11, by contrast, is “real.” However,
Zizek and Baudrillard both show us
that neither is real. The fantasy
already is.

Exchange value already abstracts the
real, and thus a commodity-driven
economy and culture does so once
over again. The real is thus
abstracted over and over again.
Therefore the “hyperrealism of
simulation is translated by the
hallucinatory semblance of the real
to itself” (23). We can no longer
touch use-value, and the laborer
disappears.
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How we see cinema in all this? The
dialectical relationship between
cinema and the imaginary is lost. In
its place is an inverse, negative
relationship between cinema and the
real: “the cinema is fascinated by
itself as a lost object as much as it
(and we) are fascinated by the real as
a lost referent,” (47). Cinema is lost
within its own act of resurrecting
“shosts” (48). History enters an era
of “events without
consequences”(147), where events
are inseparable from their portrayal,
from their representation on screen.
How do we escape the paradoxes
that the synthesizing machines
create?
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Sofia as Sophist in Abre
Los QOjos

Cesar contemplates Sofia’s
role as actress throughout
che film, 1liluninatdneg a
number of themes explored
throughout: reality vs.
virtuality, dreaming vs.
lucidity, nightmare vs.
fantasy, etc. Is Sofia a
sophist, a mask without
substance, the mark of a
morality tale about
trusting perception over
reality?

We are never truly sure
where Cesar is in time. As
the film unfolds, we are
presented with a linear
plot: Cesar is disfigured
in an accident in a car
driven by Nuria, his
spurned lover. Upon
disfigurement, he decides
to be cryogenically frozen,
and thus the rest of the
story (told in flashback)
is a dream/nightmare. This
linearity is disrupted by
the confusion of identity
between Sofia and Nuria,
and how Cesar navigates the
“"reality” of these
illusions, as they are
nestled within a murder
plot, an incarceration, and
a psychoanalysis.




In addition to being-an
actress, we see Sofilia as
mime, someone who mimics
reality, yet obviously

hyperreal. As the rain

smears her painted face,
Cesar asks again who she
truly is, a guestion she
unable to answer.
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What happens when we get
what we ask for? What

happens when we realize our
greatest fantasy?
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Zizek reminds us that the
. “horror” of the WTC ‘\\/
‘§ collapse has been staged in
ﬂ action films produced by

Hollywood, over and over

again, where the “real” is

reversed into a “spectral

show” void of its inert
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materiality(3). We have ‘X\i,kk&UVj@“
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We are again lulled By the
rhetoric of the “clash of
civilizations,” every yeat.
This repetition extends
peyond 9/11, 2001, into our
daily existence, exploiting
the evil “Other” master
criminal, to keep us from
contemplating how our OWnD
participation T Ehe
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However, we must see 9/11
as a clash within
civilizations, as 9/11
happens within the
structure of global
capitalism, not as a
reaction to it, from the
woutside.” Zizek's
critique of inside/outside
and us/them is worthy o
note here, when considering
the Real. Following Hegel,
when we consider the purely
evil outside/them, we
should also “gather the
courage” to see “our own
essence” (6).
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The Desert of the Real is
the postmodern condition,
the criminal “other,” where
virtual reality, through
television, film,

n asts, diet sodas,
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Can machines feel?

What happens when we move from
analog->digital? What is the nature of
this generational difference between
mother (signifies: the body) and son
(signifies: the machine)? Terminator 2
asks these questions, among others.
Throughout the film we see the mother
reacting through the analog body either
through recovery or fighting, and the son
reaction through the digital sphere,
whether hacking ATM’s or interacting
with the Terminator.




The shapeshifter is featured in this film
as the cop(y) who has no soul or
essence. This shapeshifter plays with
the notion of the doppelganger,
becoming the twin for that which he
destroys (as seen in the case of the guard
during the clip we saw in class). The
“older model” Terminator, played by
Schwartzenegger, becomes conscious
(and “feels,” in a thumbs-up kind of
way) at the end of the film and thus must
be destroyed. The Terminator self-
terminates in order to prove the validity
of the cause he is fighting for (the rebel
cause for which he was created, his own
“cause” to keep the Connors alive, etc.).







	OCT 20-10 000
	OCT 20-10 001
	OCT 20-10 002
	OCT 20-10 003
	OCT 20-10 004
	OCT 20-10 005
	OCT 20-10 006
	OCT 20-10 007
	OCT 20-10 008
	OCT 20-10 009
	OCT 20-10 010
	OCT 20-10 011
	OCT 20-10 012
	OCT 20-10 013
	OCT 20-10 014
	OCT 20-10 015

