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mine. I want to ask them if they love their names. I want to ask them if they have
seen Susan Sontag around. I want to ask them if they know that Susan Sontag loves
Europe. She sat there in Sarajevo and was doing some play. I want to go for a walk.
[ want to have a laundry time. I want to have a kebabpizza for lunch. I want to tell
the pizza baker how he best could make it. I want to wait for the right moment to
yell at somebody. I want to call a broker and ask if we should do some business
together. I want to ask why James Baldwin went back to the United States. I want
to ask if it was worth it. I want to ask why he didn’'t move to Stockholm. I want to
ask why he never called. I want to say ‘nais tuke’. I want to hear a voice behind me
as [ walk. I want that voice to speak a langue in which I am unable to respond. I
want to hear that I should be pedantic with the cleaning. I want to accuse someone
for stealing. I want to ask if it’s ok to be a racist. I want to ask if its ok to call your
mom when you have nothing to say. I want to have coffee at Sheraton Hotel. I want
to build an opera house that is worthy of my hometown. There, everyone should
have the same amount of money. There Malena Ernman should sing to my pater-
nal grandmother. There I should do a PowerPoint Presentation on how they burnt
our villages. I want to take a break. I want to go to the hospital. I want to say that
[ think they should decorate a little bit nicer. I want to say that nothing compares
to cut flowers. I want to think about Vaclav Havel. I want to think about when the
powerless speak. I want to think about the war in Algeria. I don’t want to see any
trials. I don't want to hear any witnesses. I want to think about how they dressed in
Empires. I want to think about a photograph that I cut out = _
of the civics book. I want to think about the woman who J r
was holding the poster sign. We are here because you were r—
d d

FOR IMMEDIATE RELEASE

Albert

. r J Ayler,

and Don

imself

there. Vi ar har for att du var dar. I want a life. I want a forrest. ircles at

I want to work at SL (the MTA). I want to work at the board —_—

of education (Skolverket.) I want to tell every schoolchild: Listen to the Nazis,
afterwards you can ask questions.
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oating or not even moving at
all. Falling is relational if there is nothing to fall
toward, you may not even be aware that you're falling.
If there is no ground, gravity might be low and you’ll feel
weightless. Objects will stay suspended if you let go of them. Whole
societies around you may be falling just as you are. And it may actually
feel like perfect stasis as if history and time have ended and you can’t even re-
member that time ever moved forward”
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sounds and words of these interacting legacies, these Ghosts, have in a heterogenous society? Music is the Healing
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co-llision, pollution, poly-fusion — A Love Cry for the terms of CO- to come. Something Else! This Stockholm Session
might not end up in Complete Communion or Spiritual Unity through Eye and Ear Control, rather as an incisive exer-
cise, a crash course in intertwining circles cross-pollinating the universe.

ly, while you are
| prob |

Excerpt from: Free Fall: A Thought Experiment on Vertical Perspective by Hito Steyerl

The Shape of Co- to Come is a proposal, a symposium, an exhibition, a publication, a study circle, a research
based site... that materializes in September in the ABF house in Stockholm, Sweden.

The Shape of Co- to Come is an invitation to a circle of people to explore collective transversality — tvirsekto-
riell samverkan - to be, see, discuss and listen to talks, films and performances that touch histories of labor and civil
rights struggles, radical sound and voice experimentation, innovative educational visions, and intimate forms of soli-
darity. How can collisions of circles of expression and knowing co-create transversal relations rather than intolerance?
Dreams of yesterday and tomorrow - in a multiplex nation, beyond the wavering attempts at co-existence on various
societal scales, can the synergy of these intersecting practices of poetics and pedagogy, sound profusion and politi-
cized formation, propose other circles, other geometries?

In 1912, the progressive pedagogy of the ‘study circle’ was developed within ABF (The Workers’ National Learning Co-
alition), embodying the educational ideals of the welfare state project. The all-activity ABF house has been a meeting
place and study center for generations, where innumerous circles have been offered in political organizing, art, music,
foreign languages, Swedish as a second language, current political topics; the space has even housed a jazz club.

The Shape of CO- to Come takes as its departure point the co-existence in the ABF house in the 1960s between
the circles of student groups, visitors, and organizers and the community around the radical free jazz club The Golden

Circle. It was an experimental epoch in jazz, when a new musical language was being created. The Golden Circle came
to be an exile center for free jazz, where many of the well known names of the time played; such as Ornette Coleman,
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Tomorrow is the question!

Fia Backstrom, 2016

For program and information: http://theshapeofcotocome.com Participants: Petra Bauer, Yvonne
Bezerra de Mello, Ida Bérjel, Kasper Collin, Stefano Harney & Fred Moten, Arthur Jafa, Lawen
Mohtadi, Liselott Mariett Olsson, Kamau Patton, Sondra Perry. With gratitude: ABF Stockholm,

\ Konstnarsndmnden, Lena Ahlgren, Felipe Meres, Frida Sandstrom, and to all participants.

\ Young children are commonly considered not capable of the meta-lin-

guistic capacity needed to enter a representational logic (Kress, 1997; Roy, 2005).
However, early in our pilot-project we discovered, with the help of Gunter Kress’
(1997) writings on children as “language-makers,” that children do work within a
representational logic, although a very different one. Just as young children seem
to prefer to stay in the process of learning rather than focusing on predetermined
outcomes and stable and permanent knowledge, they likewise seem to prefer
working with the production, rather than the acquisition of representations. When
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so through re-inventing it over and over
A FILM BY KASPER COLLIN

Ida Borjel, MA, Albert Bonniers forlag, 2014

again. They rhyme, sing, exchange the

first letter in a word or a name, and in-

ent new letters and even new and never
before heard of languages. In relation to
this, Deleuze and ‘Guattari’s writings on
language seem to fit very well. They not
only question the seemingly self-evident
definition of language presented by linguis-
tic, scientific, and pedagogical theories and

f people don’t like it now, they will.’
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“REMARKABLE ... A CAUSE FOR REJOICING™

HEW YORKER

“A GORGEOUS PORTRAIT"
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“BRINGS AYLER BACK TO LIFE”

THE VILLAGE WOICE

“ONE OF THE MOST STARKLY BEAUTIFUL AND
MOVING DOCUMENTARIES EVER MADE ABOUT

A JAZZ MUSICIAN."
JAZI TIMES

“AN EXTRAORDINARY PORTRAIT OF AN
EXTRAORDINARY MUSICIAN®
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Kasper Collin, My Name is Albert Ayler, 2005

[...]JHaving been called by call and response back to music, let’s prepare our descent: let the call of call and re-
sponse, passionate utterance and response—articulated in the scene Douglass identifies as “the blood-stained
gate” through which he entered into subjection and subjectivity; articulated, more precisely, in the phonography
of the very screams that open the way into the knowledge of slavery and the knowledge of freedom—operate as

a kind of anacrusis (a note or beat or musicked word improvised through the opposition of speech and writing
before the definition of rhythm and melody). Gerard Manley Hopkins’s term for anacrusis was encountering. Let
the articulation of appositional encounter be our encountering: a nondetermining invitation to the new and con-
tinually unprecedented performative, historical, philosophical, democratic, communist arrangements that are
the only authentic ones. In the long advent of a movement called “free jazz”—a beginning as long as the tradition
it extends—I...]

methods, but also place a certain insistence

THE BELCOURT THEATRE{ st
that it is in this dimension of language that
children work.

[

'* * *’ * *’ * * * * *’ * * a means to represent any reality or ratio-
nal and chronological learning process;
something into the current situation and
invites further investigations. In line with
(2004), language and linguistic signs, in
relation to our everyday events, are used
ment, the interpretation, nor the reflection.
They are opened up for experimentation
up a project on a subject in a class, we use
documentation to observe what type of re-
Here, teachers and researchers use obser-

ation and documentation as strategies
2010), and adopt a careful attitude in order
to not crush children’ relations and
[...]We made a choice to pick up one
name made by Casper where he used both
“freezing name,” where each letter is shaking of cold. With a tentative and exper-
imental attitude, our ambition was to play with the names and, following Casper,
and process-oriented would make more children hook on to this way of reading
and writing names. We gathered Casper and a group of his friends and asked
the other children engaged and asked him questions:
Kelly: What have you done?
Hannah: Is it an ice-name?
Albert: Like icicles hanging in an ice-cave.

Through our findings, it becomes clear
JUNE 24, 26 & 27

...]Documentation is not used as
it is used as a living material that projects
Deleuze’s reasoning in The Logic of Sense
neither from the point of view of the com-
(Olsson, 2009). For instance, when starting
lation children already have to the subject.
for listening to children (Halvars-Franzén,
strategies.

“48-%%isual and alphabetical signs to produce a
use both visual and alphabetical signs in order to see if working more creatively
Casper to talk about what he did. But Casper did not have the time to start before
Filip: It looks like a frozen name.

Casper: Well, it’s sort of a shaky-name. I did it a while ago. It is bloody freezing so I

[...]You cannot help but hear the echo of Aunt Hester’s scream as it bears, at the moment of articulation, a sex-
ual overtone, an invagination constantly reconstituting the whole of the voice, the whole of the story, redoubled
and intensified by the mediation of years, recitations, auditions. That echo haunts, say, Albert Ayler’s “Ghosts” or
the fractured, fracturing climax of James Brown’s “Cold Sweat.” It’s the re-en-gendering haint of an old negation:
Ayler always screaming secretly to the very idea of mastery, “It’s not about you”; Brown paying the price of such
negation, a terrible, ecstatic, possessive, dispossessive inability to stop singing; both performing historical place-
ment as a long transfer, a transcendental fade, an interminable songlike drag disrupting song. [...]

...that history, moving in the doubleness of possession, the sexuality of spirituality and the anoriginality of black
performances. Not the reduction of but the reduction to phonic materiality where re-en-gendering prefaces and
works itself. No originary configuration of attributes but an ongoing shiftiness, a living labor of engendering

to be organized in its relation to a politico-aesthesis. It's always going on and has been. ... That black radicalism
cannot be understood within the particular context of its genesis is true; it cannot be understood outside that
context either. In this sense, black radicalism is (like) black music. The broken circle demands a new analytic
(way of listening to the music).

Excerpt from: In the Break: The Aesthetics of the Black Radical Tradition, 2003 by Fred Moten

Pedagogue: “How did it feel to enter the Paperroom?”
Esther 5 years: “It was... it was fantastic! It felt as if... as if we received things in there and as if the room gave us a lot of things”

am shaking.

Kelly: But'you haven’t madea G, it looks like a 3 but turned around.

Casper: Well, you know; it’s not'se,easy to write when you are shaking...

All of a sudden, all of the children'in the class wanted to make frozen names. There
was a true explosion of name making:

Filip: All letters are shaking and finally they all break down just like ice does.
Kelly: At'first the name is shaking because it is ice cold and then it becomes even
colder.

Albert: B is freezing the most, it is all white, you can play hockey on it.

Hannah: I was warm at first, but then I started freezing. The white stuff is ice. I am
freezing so I'm shaking, that’s why I wrote so carelessly.

[...] Each child got their proper strategy but it is also perfectly clear that
they picked up and transformed their friends’ strategies. In contrast to the earlier
setting where only a few children engaged in the reading and writing of names,
all of a'sudden allof the children in the class wanted to be part of this new way of
writing and reading names: When they saw %:/ tensity and so many children in-
terested, the teachers decided to continue dowH this*foad. ey asked,the childre
if they could make angry names. 4 Vv~ '
Kelly: T have made a screaming K with a screaming mouth. L has got a scratchin
hf_rggr'ﬂ and scratches its friend. So the other so angry that he gets fire in his
hair. And Y just yells out loud! . "
Miarta: I get’so angry so I am on fire. 1{ i
Filip:l'T'}-lie.-made helmets for everybody:
hit yourhead. That's why they wear helmets.

Hannah: I have written hard because I am angry. And red because iW when
you are angry. And you also forget to do all the letters. But the angry has passed
now so I havéiivritten green Hannah twice and I have drawn some hearts as well.

[ﬂ%ms to us that the engagement and the intensity in the situation
have something to do with the letters all of a sudden being more alive. They are
more alive not only in being reinvented over and over again but also as if the sense
the children work with when writing and reading names consists in connecting
the reading and writing to physical and psychical states, existential problems and
every day events that concern them. It is as if they hung up the letters in Life itself.
Rather than judging-the children’s reading and writing as recognizable and rep-
resentative of the map drawn up by linguistics, science, and pedagogy we try to
understand what sense is produced in children’s reading and writing.

a__‘ R

Sense is never an origin, but continuously proddeedsand, truth is just a
side effect of this process, is demonstrated by Deleuze (2004) through connect-
ing it in an amalgamated way to nonsense. Normally, we consider some words to
make sense and others as nonsense. But Deleuze proposes a relationship between
sense and nonsense where sense is always and continuously produced through
nonsense. All words, including the ones we consider to make sense, pass momen-
tarily through a nonsense status. Sense production is thereby considered an act of
création, not acquisition, and thiS seetns to fit very well with what we have seen so
far when working with the children. When children creatively and pragmatically
inyent and reinvent visual and alphaﬁ’etical signs they use this non-contradicto-
rylfelationship between sense and nonsense and probably find themselves in this
creative dimension of language wlxe e they work with the production, rather than
the acquisition, of sense and mediating representations. As, for instance, in Albert’s
“old name”: o
Albert: A is wrinkled, wears glass¢s, and has not many teeth left. L is an old man
with grey hair and moustache. B & a wheelchair and waves. E has got too
many lines because he doesn’'t remember how many he is supposed to have... (Al-
bert takes a pause and laughs a lot). He has got a bad memory and forgets things
all the time! R is riding a skateboard. Old folks can do that as well, they are also
supposed to have fun!

Normally, within existing linguistics, scientific, and pedagogical theories
and methods in the field/of literacy, a child that puts too many lines on an E is not
yet meta-linguistically,competent or intellectually mature enough to deal with
the representational zin'd'un'i'versal E. But Albert shows us that he chose to put too
many lines with intentiongand moreover, with a great deal of humor: an old E
obviously forgets things all the time, including how many lines it has! [...]sense
is used here as continuously produced and especially produced from nonsense,
giving a proportionally deserved truth. Children’s sometimes very odd expressions
can now be re-evaluated and taken seriously.

[...]From this perspective, learning is to enter into a problematic field
(Deleuze, 1994, p. 165). This is different than adapting oneself to an already set
sense or solving a predetermined problem with a corresponding solution.

[...]Indeed, these processes seem to concern a more creative and pro

found learning than one that is simply about imitation and reproduction.
The children relate to language, reading, and writing by creatively con
structing the problem of representation and by hanging up alphabetical
as well as visual signs in Life. Another relational phenomenon that
strikes out in the name project is the children’s way of working together
with each other, the teachers and researchers, constantly being attentive

e up there at each letter.
hen you get angry you might fall and

- to other strategies and propositions, using, borrowing and transforming

them (see also Eriksson, 2010). It is as if children, teachers, and research
ers, as well as the actual content - the reading and writing of the names - find
them selves in some kind of “pact” where everything takes place in
a relational field (see Dahlberg & Olsson, forthcoming). [...]
The children in the above examples really do treat language as an event.

Stefano Harney/Fred Moten, The Undercommons - tugitive planning & black study, Autonomedia, 2013
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Liselott Mariett Olsson, Eventicizing Curriculum: Learning to

FRED: [...]Folks who were basically saying “we don't want to make any demands” - there
were two elements to it. One potential way of saying that we were resisting making the de-
mand is to say that what we were really resi in .v%_slto ‘makg: a request. We did not want to
make a demand, because to make a demand fis ess n{i—e;lhy' 0 make a request, which is essen-
tially then already to accede to the authority jof the state t0 ither grant or refuse your request,
after the fact of having recognized your standis bt to request, even though it is the
source of your injury, even thoughyour re’g:_gg‘ éga;te redoubles, rather than rem-
edies, that injury. So, thats'aKind of Wendy Br ition. en, another version of it, I
thought, had to do with the faet e demat a certain kind of authority.

The properly authorized and takes the form of a univocal,
single speech. Es or trying to col-
lect within his owiranthemic-speech in; some single,
univocal notion o bunch of
people 1 A

S ' the return to collective im-
provisational practices was sort of saying, “we are making a music ‘*rﬁ/ is complex enough
and rich enough so that when you listen to it you are hearing multipléweicessmultiply formed
¢-are-sort-of-displacing the centrality of the soloist.” Or, another » put it would
be that, even within the figure of the soloist itself, there’s this exhaustion and au@entation
of the instrument, this tingling of the saxophone - and this is something that you hear in
McPhee’s playing on Nation Time. He was playing harmonics on the horn, so that the horn
itself becomes something other than a single-line instrument; it becomes chordal, social. And
that chordal playing shows up for us aurally as screams, as honks, as something that had been
coded or denigratéd as extra- musical — as noise gdther than signal. So, what 'm trying to do
is to consider this Po_n of the demand as andppeal, as a claim, where you're not appealing
to the state but appealing to one anoth ] eal, in this delivery = you’re making all this
sound, you're making-all i ble, and that’s bousid up with that notion
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ness, death, things which are not (as John Donne would's
And what I want to say is, against the grain of Fan

requires meito say;no, let’s look at this shit from our perspe rom the perspective of the

ones who are relegated to the zone of the crazy or, more precisely, from the absent perspec-

tive, or absence of perspective, of the delirious, the more and less than crazy. What we’re

saying is we claim this, not just because it’s against the grain of the normative, not just

ig absence,
ce, dark-

we are and what we dwit nOw. Fanon doesn't say that in Black Skin, but I think he’s
approaching that by the time he gets cut off. This is not siniply to repress or forget the pit-
alls of spontaneityior the pre

Hatwe are. That Detrrideany v
tion of the human and its
omething likes
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an ever expanding sense 0
active in Fanon’s Algerianiai
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i-colonial struggle in Wretched of the
yle is all bound up with the radical,
ause it is, thought in another way. It’s

d the poet are of imagination all com-
ial guerilla, right?, are of imagination
nd tl akespeare’s making. But it has massive
social implica ions ich need to be in a certain sense Fanon is gestuting
towards, sometl at we're associating w s and the undercommons, somet)bing
he tries to reach, something we're trying to learn how to try to reach or reach for. What we
understand as the social zone of blackness and the undercommons is the zone precisely in
which you make that claim - the demand is a double-voiced thing, an enunciation in the
interest of more than what it calls for. You are saying what you want, though what you want is
more than what you say, at the same time that you are saying what you are while in the guise
of what you are not. There’s this other formulation of Baraka’s that McPhee would have known
as well: “The new black music is this: find the self, then kill it” That kinda thing gets said from
the neurotic standpoint, in the neurotic habit, of the soloist. But the soloist is not one. Just like
it was always about more than ‘the right to vote’ or the tastiness of the water that comes from
this, as opposed to that, fountain.
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STEFANO: And I think in part that’s connected directly to being shipped, because it means
that you unmoored from a standpoint. Once you're in all the circuits of capital, you're in every
standpoint, and at that point, the demand becomes something of the future and the present,
that has been realized and has yet to happen. So, it gets connected back up for me with what
we were talking about earlier about hearing things and seeing things, and about the rela-
tionship between demand and prophecy, which again is totally bound up with having been
shipped.

FRED: It’s just like the stuff you were talking about: in another version of the shipped, of
logisticality, Woody Guthrie is riding the blinds with folks who are one another’s pillows. And
you can segue from that immediately to “I ain’t got no home anymore in this world.” And you
can segue from “T ain’t got no home anymore in this world” to like Coltrane’s Ascension or
Interstellar Space, in which the musical form is all about the disruption, the making of new
form, outside the notion of some kind of necessary structural return to a tonic. So, there’s no
tonal center. There’s no home like that. The improvisations are un-moored in this way. And
obviously this is also something that plays itself out in Arnold Schoenberg, or whatever. So,
the point would be that, like, recognizing that the most adventurous and experimental aes-
thetics, where dissonance is emancipated, are hand-in-hand with the most fucked up, brutal,
horrific experience of being simultaneously held and abandoned. [...]So, like, by way of Frank
Wilderson, who, when he elaborates his theory of the special antagonism that structures black
life in the administered world also offers this brilliant articulation of this desire for home - “I
don’t want to be a cosmic hobo” - which is necessary to any possible embrace of homeless-
ness. Woody Guthrie was a cosmic hobo, Coltrane was a cosmic hobo, so even if I could be
something other than a cosmic hobo, I think what I'm gonna do is embrace homelessness for
the possibilities that it bears, hard as that is, hard as they are. Homelessness is hard, no doubt
about it. But, home is harder.

[...]

STEFANO: [...] Tronti has this phrase where he says, “I work within and against the institu-
tion.” So, the Queen Mary project was this within and against the institution project. But it’s
also been elaborated in Precarious Ring stuff and other places as something that would also
be known through co-research, something like “within and for” So, the within and against
gets cut with a kind of within and for. When you move further out into an autonomous set-
ting, where you get some free space and free time a little more easily, then, what you have to
attend to is the shift, for me, between the within and against - which when you're deep in the
institution you spend a lot of time on it - and the with and for. And that changes a lot of shit.
All those things are always in play. When I say “with and for,” I mean studying with people
rather than teaching them, and when I say “for,” I mean studying with people in service of a
project, which in this case I think we could just say is more study. So, that with and for, the
reason we move into more autonomous situations is that it grows, and we spend less time in
the antagonism of within and against.

Some people love the productivity of the antagonism. Personally, I don't say it’s not
productive, but the further I get to the with and for, the happier I am. But that’s a challenge,
to remember that and to do it, and to learn how do it, if you spend a lot of time in the within
and against, as we did. I'm only saying this to say, if I watch the migration of the Queen Mary
collective project from the within and against towards the with and for that’s available to us by
becoming this kind of School for Study that we’re talking about now, we have to study how to
do that. We don’t necessarily know how to do that, and we're still trying to figure out how to
do that, because we've been inside so much. It’s not that you ever leave the within and against
- I don’t care how far you squat. Obviously, there’s a shift in what becomes possible and where
you can put your attention in different circumstances.

When they connect the problem of representation to a sense of Life they are very close to
how Deleuze (2004) talks about the event as “making language possible” (p. 208). That is, it is
not language that is the cause or origin of our events. Language is part of events but does not
resemble events or contain them. The children neither overestimate nor underestimate lan-
guage; they experiment with it departing from a sense of Life. They hang language up in Life,
as part of Life. When the children in the above examples ask about and experiment with the
very foundations of language as a representative system, linguistics, science, and pedagogy’s
theories and methods are totally thwarted. Rather, it is the children who push the problem
furthest by asking the real meta-linguistic question and performing the real meta-linguistic
action: “How come we chose this specific connection between words and things? Let’s try
another one!”

Deleuze (2004) writes that to encompass the event, is to impersonalize and pre-in
dividualize ourselves and the world in order to keep them alive, “It is a question of be
coming a citizen of the world” (p. 169). When the children in the above examples cre
atively and relationally reinvent the problem of representation in language, they seem -
rather than being globalized citizens still caught up in a domesticating definition of
knowledge - to be much closer to “becoming citizens of the world.”

“If only the pre-school kids could make their protests heard, or even their questions, it
would be enough to make the entire educational system derail” (Gilles Deleuze)

Read and Write through Becoming a Citizen of the World, 2012



‘Black Visual Intonation’ is an early but key example of Arthur Jafa’s radical
notions regarding the re-conceptualization of film in accord with Black aesthetics.
In one of Jafa’s rare written pieces, he explains his concept:

“How do we interrogate the medium to find ways in which cinematic move-
ment can be induced to match the spooky tonality in Black song? And I'm not
talking about the lyrics that Aretha Franklin sang. I'm talking about how she sang
them. How do we make Black images vibrate in accordance with certain frequen-
tial values that exist in Black music? How can we analyze the vibration, not-just
the sequence of notes that Coltrane produced, but the physical tonality itself of
his sound and synchronize that with Black cinematic movement? Is this just a
theoretical possibility, or is it actually something we can do? The hand-cranked
camera, for example, is a more appropriate instrument with which to create move-
ment that replicates the tendency in Black music to ‘worry the note, to treat notes

with so-called"Americamiexperience, and a number of things begin to det
who we becanieseollectively.

Think'of Miles {Davis| ‘postural semantics, the way he occupies soc EIRJsETeS
This speaksito questionsofloss, management of loss, silence, not knowing Wa¥
examplélof ‘not knowing, for an enslaved Black person is: If you had a famjl\&es
a wife or a child: If semebody comes to me and my daughter and they sho yJ#ssNy
daughter right next to me, it's not to say that¥m not going to be angry, bufjsRitay
what to do withsthatangesin a certain sense. I'm going to go into revenge |
Whereas; ifsomebody comes and takes my daughter, out into the world, a NGSSIE
world, a world/of slavery, and I never know what happens to her, that’s a dijiidgSsts fg\‘:
kind of hurt, a'different Kind of pain, because it’s pain not only with a senss =
but also a sense of not knowing.”

“[You].cattlookat Black music-and see:certain structural things thatjelg
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complexity in the music, it ends up speaking quite profoundly, even philosoph-
ically about the collective experiences of black people; things dropping out and
coming back in, is about reclaiming the sense of loss, rupture, and repair that
is the very essence of the experiences of Black people in the Diaspora”

Jata’s notion of the ‘material/treatment split’ preserves both the quotidian
and the phantastic in black life. He asserts that black people in the Diaspora
have, for the most part, not had access to the means of production, and thus
material, not produced by black people, is treated by black people in ways that
its producer could not have envisioned.

“The very proposition of an authentic black cinema, a cinema as rich in
its power and alienation as black music, instills dread and anticipation in the
hearts of those who want to consign black creativity to the realm of freak nig-
ger shit, as if it were no more the result of profound intellectual activity than

as indeterminate, inherently unstable sonic frequencies rather than the standard
Western treatment of notes as fixed phenomena. Utilizing what I term alignment
patterns, which are simply a series of fixed frame replication patterns, the visual
equivalencies of vibrato, rhythmic patterns, slurred or bent notes, and other musi-
cal effects are possible in film.” (Dent, 1992)
“If you understand the level of terror directed towards Black people, then
you get some sense of the magnitude, impact, and level of trauma that this had on
this tegror

about reclaimingthe sense of absence, 10ss; not knowing. One of things I'njiitiihli&
ing of is dub music or ‘dub structure§¥You ¢an see, in the classical sense, irjelily
music in Jamaica, artists take recordings;and by producing them in a certJIRtEya
underline the absence of certain kind of presence. |
For example, think of the bass in dub music, where it’s very pronounfeiSrisy
takes up a lot of space, then theres cat-scratch guitar, and a drum beat beh Tale#is
and they’re all playing simultaneously. And then at a certain point in the nji{eRae.

the clotting of blood.”

Arthur Jafa Interviewed by Tim Haslett for African American National
Biography Project, Hutchins Center for African and African American
Research at Harvard University

see this also in jazz.
The point is, if you'look closely at what appears to be arbitrary struct
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Fred Moten, from The Little Edges, 2014, Wesleyan University Press
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l of anticommunication. The syllables “anti” are used
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here as in antipodes, antiphony, antithesis; not meaning “|

peaker with a new thought has to solve a problem
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For the past 35 years I have been researching about cognitive

ﬁ

problems in children and youth living in countries at war and urban conflict zones. My focus has always been to find out and understand what hinders

10stile” or “against” but

ommunicationtfacescomintl-

learning abilities in these communities. My initial research in the early 70’s comprised the children of foreign immigrants in France — where I studied _
philology and linguistics — and also in 5 different African countries in constant war. I found out ‘ r “ r' ather “juxtaposed” or “fromthe other side” Anti-co j
that even back then, traditional school system didn 't allow those kids with cognitive - - .y . ‘ _ .
. . . _T. Ir ication somewhat as an offspring faces the progenitor. And just as the offspring
blockages to learn and develop well in school. Since most cognitive blocks have an emotiona \ ‘
background, I started to develop a methodology to improve what I call “classroom management’, S e " eventually will in turn become a progenitor so will anticommunication, in time,

geared towards making those kids brains work in a way to properly retain information. As neuroscience discoveries improved I started to elaborate a whole

ﬂ
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become communication. This knowledge ought to make it possible for a communi-

j A

occasion than with communication which puts everything neatly

teaching pedagogy that could recover those cognitive blocked kids through a

different approach to the traditional school curriculum. This is how the |ty of people to have a good time'with either. Indeed it should

UERE-MELLO Pedagogy was born, later becoming official public policy for

all public school in the city of Rio de Janeiro in 2005 and then official part of be noted that the good time lasts longer with

NMOJ

also spread to many other cities in Brazil and abroad.

the pedagogical program of the “School of Tomorrow” project in 2008, having anticommunication which leaves a lot open for the next

away on the spot. Anticommunication is an aticmpt at saying something, not a refusal to say it.
Communication is achievable by learning from language how to say something. Anticommunication is an

attempt at respectfully teaching language to savit. [t is not to be confused witheeither non-communica-

tion, where no comunication is intended; or lack of communication, wherea message is ignored, has gone

astray or simply is not understood. Anti-

Yvonne Bezerra de Mello, Teaching with the Mind, 2016

communication is most easily observed, and,

then, offen,can have an almost entertaining

pa limpligaste och ('i'AkU’ih‘-'Nle & .x Y srbiud le 1 Ve :

: : s tare. Och icke genom underbjudande 1 : N : &
andahilla kommitierade med ma.|l0n fOr arbetet alltmer sitta fortryckets qua_lltY> ifwell known fragmentS OfallngU.lStIC
om medlemskort och stadgar, boc- | stimpel pd sig och sina knmmte;‘ Inom % | : W
itikblanketter och till motena kal 41('[({1 :{1'1»('%1»11]}‘{‘1(1(*. )S. AS- : System are Composed lnto a Contextual
och agitationsbroschyrer, ‘ & PR

taga och 1 samrid med lokalavdel- : . ; T~ D

tyrelse forvalta influtna intriddes- enVII'OHment, in Wthh they try but fall to mean
Isaveifter, bestimma tider dd kom- £ 5 .

kunna fia redovisa for innehavda
och anteckna nya medlemmar,
nrid med avdelningens styrelse se
marbetsorganisationen gir framat,
1 bli intressanta och omvidxlande
ivdelningen i 6vrigt arbetar pa ett
att,

indahalla blanketter och uppsamla
uppgifter om hemarbetsférhallan-
kommitténs omrade och 6verlimna
st som sedan bearbetar dem,
kvartal lamna uppgift till utskot
dlemmmarnas antal, deras yrken,
kén m. m. samt om influtna av-

Om Kkvinnorna
voro med!

De sista decenniernas idéstrider ha
varit revolterande p& manga omriden
och icke minst betridffande kvinnornas
stallning till det offentliga livet. Dag
for dag rycker uppfattningen om kvin-
nang likstillighet med mannen framét.
Position efter position mdéste av mot-
stdindarne utrymmas. Tidsstromningen

¢
"ri

Swhat they always had meant; and instead, begin

showing traces of integration into another

, & | linguistic system, in which;wheo knows, they
yetare!  Man o,,,g:h' kvinnor! . 3
nopulara talarinna. 58 : Tl d
) Kata har ;besékt‘-gé‘\éje:tgiﬁyssland och ar i tillfalle att frar
“jBdorelsar, (ke T Nt

- Meét upp -talrikf.f‘ér%att

" before, and be communicative again”

Kamau Patton, “Fractured By the Pure Empty Form of Time” 2016

ymkostnaderna for kommitténs och
ngens arbete.

from Technology and the Composer, Herbert Brun, 1970

At the end of the 19th century the Swedish Socialist Women’s Movement
emerged and started to address issues such as legal rights, childcare, sexuality,
universal suffrage, ownership and women’s representation in society. As
women in Sweden were not acknowledged as legal political subjects till 1921,
this was a time when all political activities that women were involved in could
be seen as potentially subver sive. The emerging movement used among other
things posters to call out to women, magazines to discuss politics, and photo-
graphs of and by socialist women’s to build alliances and fight for women’s

political pOSitiOIlS. ottstyf- andra dystra och sorgligai? figl—jvdé-r-.—”a- Kvinnorna méste?
a oratt-
What can we learn

Vi vilja dock icke géra bilden mor- ningens utomordentlig
kareo genom att hér vidare utveckla |tydelse.

today from the de laga l6nernas inverkan p& kvinnor-| De maste laras
L nas lifsvillkor utan endast papeka ndd- | kunna vinna genos

socialist wom vandigheten af att sitta yxan till ro-| Genom organisation

en’s struggles in

the early 20th

century?

Petra Bauer, Women in Struggles, 2016
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ten af det onda. hoja sina lifsvillkor ¢

Vi maste dstadkomma ett organi- | arbetarerdrelsens sto
seradt motstand mot svdltlonerna. | sig kénna de frigdre
Det maste riktas ett fd@/f#dg mot ut-|gjort sitt intadg bland
plundrarne af kvinnlig arbetskraft, men | hvilka skola omskap
detta kan férst ske, ndr arbeferskorna | ganisationen fa kvit
aro fackligt orgamiserade. om de stora intresse

For vinnandet af detta méal méste | betarne, och de smé
hvarje klassmedveten arbetare stddja|mets trdnga véggar
kvinnornas organisationsstrafvanden. nisationen lar kvi

Solidariteten, denna vackra egen-|bort smasinnets och
skap, som sd ofta 4stadkommit under- | alla gamla férlegade
vark inam arhetarrérelsen. maste om- | stillet att rikta bl




