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A B S T R A C T

Media archeology offers a new and necessary tool in dealing 
with the plurality of phenomena we so indiscriminately – 
anachronistically or in other ways – recognize as art and classify 
as artworks.  The paper tries to stress the difference in comparison 
with related viewpoints: the theories of cultural transmission, of 
the materiality of culture, of the logic of aesthetic regimes etc. 
One might call it “media before media” (and follow Kittler) or 
delve with Zielinski into the “Deep Time of the Media” with a 
good connection to the “history of the senses approach” or go 
straight with Jussi Parikka and Erkki Huhtamo and use “media 
archeology”: it is always an acknowledgment of the protean 
nature of art and architecture.
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THE STATE OF AFFAIRS

How useful are aesthetic distinctions, aesthetic concepts in dealing with “the 
time of spectacle and media” evoked in the title of our section? There is of 
course no agreement about any of that, neither about the analytical use of 
“aesthetic” nor about the existence or not of concepts defined as aesthetic. 
Nevertheless we all here operate on the principle of family resemblance or the 
so-called box of tools encompassing all kinds of things under the label “art” and 
do not have trouble admitting that we all have a common interest. But some of 
us are prone to disregard the “thingness”, the material embodiment or aspect of 
our common subject while I maintain there is no advance in clarity without an 
awareness of materiality. 

THE GENERAL CONTEXT

I am speaking today about some fairly new ways of dealing with it: hence 
the “promise” in my title. I want to see if there is something new or are we 
dealing only with a gimmick, a clever strategy to draw attention to something 
produced in an already well established line of inquiry. The “media” approach 
in a general sense introduces the connection between technology and changes 
in sensual perception and usually begins with a reference to Walter Benjamin, 
deals with the impact of Marshall McLuhan and after that diversifies in several 
more or less interesting directions. To name but a few of them: Jonathan Crary’s 
seminal  research in to the Techniques of the Observer for instance, or the work 
on literacy and orality and their interface determined by printing and later digital 
transmission done by Walter Ong,  Eric Havelock  Jack Goody, Vilem Flusser 
and many others. Important work was done under the heading of the “materiality 
of communication” and organized by Hans Ulrich Gumbrecht and K.Ludwig 
Pfeiffer brilliantly disregarding disciplinary boundaries. There is the maverick 
Regis Debray, there are all the gurus of visual culture, W.J.T.Mitchell, Norman 
Bryson, Michael Baxandall, Hans Belting, James Elkins – or all the important 
theories of the five of six senses, especially a possible history of the senses or in 
a speculative vein in the work of Michel Serres. Not to forget the great Friedrich 
Kittler who among other things corrected Marshall McLuhan on the matter of 
acceleration happening with the growth and expansion of media. Martin Kemp’s 
work on art, science and intuition is equally important. Jacques Ranciere 
introduced a strong reading of aesthetics as an ordering, and dividing of sensual 
experience – and that is unthinkable without precisely determined transmitters 
and that goes as well for Barbara Maria Stafford and her use of neurobiology.

One is almost ashamed of repeating the widely distributed slogan, but the 
medium truly is the message and excavating its transformations and permutations 
makes us realize that we can not distill some eternal essence of art somewhere 
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beyond the material embodiment and possibilities of perceptions. Although 
Benjamin’s work remains the incisive turn, an epistemological cut, as one used 
to say in the heyday of Theory with a capital letter, new ideas were already 
there in the researches of the Kunstgeschichte, to give that chapter in art history 
its proper German name. The emphasis was on the constraints of handling the 
material whatever the different intentions of the artists. An even that has a well 
known history, in passing we could remember both Lessing’s Laokont and 
the sometimes out ragingly funny contortions of aesthetic systems, especially 
Hegel’s endeavoring to explain the nexus between the material and the idea.

THE QUESTION

But: is it possible to speak about the “promise” of media archeology? Should I 
have made it clear that it is really about my expectation and nothing “promised”? 
Speaking about archeology they quite explicitly refer to Foucault and 
Foucault’s statements on archeology. In Jussi Parikka’s summary: archeology 
is monumental, does not look outside a discourse or construct an interpretation 
by referring to something outside. Media archeology deals with ruptured and 
irregular temporal strata. Parikka now even speaks about a geology of media, as 
if dealing with superimposed but separate layers.

By contrast,   my   usual conceptual strategy, while not prone to tales of progress, 
tends to construct narratives of connections and historical developments.  There 
is, of course the paradigm of a genealogical approach.
 
It should go without saying that the various manifestations of cultural theory, 
cultural history etc. are honor bound to be aware of there own cultural history, 
of the way they came to be, that is constructing a genealogy of truth and the 
ways truth is produced.

My question, not a new one, is: can we conceive of a science, new or not, 
starting with a limited claim? Can (or should) the cultural relativism of cultural 
studies be seen only as a rejection of the presumption of universal knowledge 
and emphatically not as the rejection of truth as truthfulness, the intention of 
finding out about the truth? Isolating? Can we just look for bits and pieces 
instead of an overall theory?

  
AN EPISTEMOLOGICAL EXCURSE

Cultures are always the product of an In Between, a transmission (mediation) 
so successful that it is forgotten.  It is almost generally accepted that there are 
different cultures with different rules and games, so that you have to know 
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about the whole of a culture if you want for instance to understand a work of 
art or a device, a new technology. We know as well that things happen, cultures 
disappear or deteriorate, even if we do not accept the idea of a inescapable 
movement towards decline; we know we can change our cultural environment. 
Naturalizing, the process of representing the cultural and historical as natural, 
was the result of ideological discourses, a major force in the maintenance of 
hegemony.   Man-made objects, man-made technology, become obsolete and in 
that state effectively prevent naturalization; they cease to be “natural”.

John Searle’s, a philosopher’s conclusions, are more or less as follows: the 
traditional opposition between biology and culture is misguided, culture is the 
form biology takes: “There could not be an opposition between culture and 
biology, because if there were, biology would always win. Different cultures 
are different forms that an underlying biological substructure can be manifested 
in.”1  Searle counts on the biological capacity to make something symbolize, 
without any need for a radical break. 

Foucault’s famous remarks about the “history of space” are used to make the 
point, partly because they come form someone so immersed into genealogy: 
“The great obsession of the nineteenth century was, as we know, history: with 
its themes of development and of suspension, of crisis and of cycle, themes 
of the ever-accumulating past, with its great preponderance of dead men and 
the menacing glaciation of the world... The present epoch will perhaps be 
above all the epoch of space. We are in the epoch of simultaneity: we are in the 
epoch of juxtaposition, the epoch of the near and far, of the side-by-side, of the 
dispersed... One could perhaps say that certain ideological conflicts animating 
present-day polemics oppose the pious descendants of time and the determined 
inhabitants of space”2.     

NEW IDEAS

Siegfried Zielinski’s Deep Time of the Media delves into the unexpected depths 
with a clear program, in the foreword he writes:’ An anemic and evolutionary 
model has come to dominate many studies in the so-called media. Trapped in 
progressive trajectories, their evidence so often retrieves a technological past 
already incorporated into the staging of the contemporary as the mere outcome 
of history. These awkward histories have reinforced teleologies that simplify 
historical research and attempt to expound an evolutionary model from much 
more than vague readings of either the available canon or its most obvious 
examples.”3 He goes on speaking about “vague linearity” and a “flawed notion 
of the survivability of the fittest”. He is also well aware that the resurrection 
of dead media or the rediscovery of uncommon or singular apparatuses can 
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be just farcical or “techno-retro-kitsch” if it is not a work of discovery – not 
of some innermost secret but of specific effects of practices: of a possible 
genealogy not a grand narrative. Zielinski’s own examples really construct 
an unexpected constellation: Empedocles, the Italian magician Giambattista 
della Porta, the great  Athanasius Kircher, romantic experimenters like Johann 
Wilhelm Ritter and Evangelista Purkyne, the unpleasant Cesare  Lombroso 
and Aleksei Gastev , a proper avant-garde poet – dreamers, outsiders, heroic 
inventors. It is entertaining but I for once fail to see how (and why) one should 
try a magical approach to abolish mind-body divisions and other features of an 
emergent rationality, European or not. The examples somehow remain isolated, 
entertaining as they are. Strictly speaking, some do anticipate future media 
praxis, an art of combination or an attempt to create a global network

Jacques Ranciere’s “scenes from the aesthetic regime of art”4 work in a similar 
way. Allow me to quote his statement of intent: “Each one of this scenes 
presents a singular event, and explores the interpretative network that gives 
it its meaning around an emblematic text. The event can be a performance, a 
lecture, an exhibition, a visit to a museum or to a studio or to a film release. 
The networks built around it shows how a performance or an object is felt and 
thought not only as art, but also as a singular artistic proposition and a source of 
artistic emotion, as novelty and revolution in art – even as a means for art to find 
a way out of itself. Thus it inscribes them into a moving constellation in which 
modes of perception and affect, and forms of interpretation defining a paradigm 
of art, take shape.” Ranciere’s scenes evoke some well-known and some fairly 
obscure “events” but certainly nothing like a mainstream reconstruction. He 
starts with Winckelmann who is followed by Hegel – a detail out of Hegel. 
Then he deals with the reception of Stendhal’s Le rouge et le noir. A conference 
by Emerson from 1844 and a performance of  English clowns described by 
a French poet and a review of Loie Fuller by Mallarme, Maeterlinck writing 
about Ibsen, a conference on the designs of Emile Galle, Rainer Maria Rilke 
on Rodin. In the next “scene” Edward Gordon Craig explains modern theatre, 
followed by Viktor Chklovski writing about Chaplin and then there are Alfred 
Stieglitz, Dziga Vertov and James Agee.

It is an encounter, an alternative history of aesthetic modernity – not an excavating 
of unrelated events. Ranciere’s enterprise has numerous ramifications but for 
my theme the important issue is the way his notion of a “regime of art” deals 
with an overall sensorium. The world is something to be sensed, perceived and 
of course thought but the “scenes” show the functional relations linking the 
constitutive elements of  effects , perceptions etc. That can not be explored 
without the material, the tools – in short, without the media. Ranciere’s effort 
has been called a “paradoxical materialism” by Jean-Philippe Deranty, who 
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underlines the logic of symbolic materialism in Ranciere, the way he interprets 
symbols in a literal, materialist way, as powerful fragments of the world, not as 
figural expressions of abstract thought.

But what I am trying to explore is where  this entire embodiment,  this entire 
materiality happens – or in other words to claim that media archeology is a 
wonderful supplement to the understanding of aesthetic modernity, a bridge 
between “media before the media” and the digital environment that conditions 
all of us. I agree with Ranciere that there is an impossibility built into any 
attempt to state a “general concept of art and beauty founded on a general theory 
of man or the world”. Such concepts are themselves a result of a transformation 
of forms of sensible experience, of ways of perceiving and being affected.

There is an urgent need to reflect on our sensible experience as it is formed 
and affected right now. We can not come to see how it works without some 
distancing, without questioning the very ease that is the hallmark of a reigning 
aesthetic regime. Obsolete models offer epistemological gains. It is a new field 
and we must try to prevent the seamless incorporation happening with the so-
called cultural heritage. There is a need for contextualization and intermediality. 
The editors of a collection on papers concerning media archeology, Erkki 
Huhtamo and Jussi Parikka quote in their introduction Thomas Elsaesser’s  text 
on “The New Film History as Media Archeology”: “Sound for instance, since 
the silent cinema was rarely if ever silent, in which case: why is the history of 
the phonograph not listed as another tributary? And as we now understand the 
cinema as part of a multimedia environment, how about the telephone as an 
indispensable technology? Radio-waves? Electro-magnetic fields? The history 
of aviation? Do we not need Babbage’s difference engine ranged parallel to 
his friend Henry Fox-Talbot’s Calotypes or Louis Daguerre’s sensitized copper 
plates? These questions in themselves show how much our idea – and maybe even 
our definition – of cinema has changed even without appealing to digitization as a 
technology, which is nonetheless implicit as a powerful “perspective correction” 
and thus count as an impulse in this retrospective re-writing of the past.”5

That is a serous plan of work, but much of media archeology is just sheer, 
unmitigated fun. That is, not perhaps so much fun when Wolfgang Ernst describes 
a cybernetic epistemology that is implied by the idea of a feedback loop between 
an analogue past and a digital present. But “digital retro-action” is very much 
everywhere, analogue source material is converted at an astonishing rate so we are 
well advised to try and understand what is happening and Wolfgang Ernst book 
with the German title Gleichursprünglichkeit.Zeitwesen und Zeitgegebenheit 
technischer Medien6, that is something like Common Origin. The Temporary 
Essence and Presence of Technological Media deserve careful readers.

72



S A J _ 2015 _ 7 _

TOWARDS A CONCLUSION
Generally speaking and as a conclusion, I would say the battle for media 
awareness is over.  We are all now “media savvy” – and I do know it means 
something completely different. Let me quote Jean-Luc Nancy on books 
and computers, from his slim volume On the Commerce of Thinking, written 
originally as an occasional piece to celebrate a bookstore. It exemplifies the 
predicament it comments on: our situation in the midst of endless (“analogous”) 
books being increasingly confronted with digitally transmitted texts, some of 
them clearly books as well. Every aspect of books and bookstores is connected 
with the title: with the commerce of thinking. “For, in the end, the Idea of 
the book will always, from its very first conception, have been the Idea of its 
reading and, through that reading, the Idea of another book, of another writing 
that continues on from the first. Not necessarily the writing of another book, but 
at the very least the writing of another tracing or thinking, another curve, volute, 
or meander of representation, of meditation, imitation, or creation. The Idea of 
the book is the Idea that there is no end to this very Idea, and that it contains 
nothing less than its own proliferation, its multiplication, its dispersion, at 
always, at some moment and in some respect or another, there is the silent 
or eloquent advice from the book that it is an invitation to throw it away, to 
abandon it. In fact reading does not lead to more reading, but to everything else, 
to what is sometimes called action and sometimes experience, where we rub 
against the illegible real.”7

There is something outside the text, very much so. The digital innovations 
suddenly reinforce the role of the return of the Real. Nancy writes about the 
screen as neither a medium nor a message “but a subtle and ductile electricity 
propagating an uninterrupted excitement in a text that in the end says only that, 
that it is excited in favor of its propagation”8; also: “Indefinite expansion and 
in  every sense, in all directions of the internal invisible proliferation of virtual 
pages that the screen swallows and bounces back, digests and regurgitates 
at will, and where do they go, lying low, compressed, vaporized, reduced to 
a gaseous substance a luminous state in order to spring back out of storage 
shining and ready for printing again for Gutenberg returns as a rapid laser jet 
burst of ink printer blocks of wood transmuted into ink cartridges…”9

I quote Nancy so extensively to get authority for the point I want to make: 
the wonderful excitement created when we are living through a change of …
And there comes the most important question. A change of what? An aesthetic 
regime? A way of life? Or…
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Kompletno istraživanja objavljeno je u knjizi The indispensable excess of the aesthetics: evolution 
of sensibility in nature (Neizostavni višak estetike: Evolucija senzibiliteta u prirodi, Lexington 
2015). 

ključne reči: evolutivna estetiKa, darvin, biosemiotiKa, zoo-poetiKa, aesthesis, zoo-estetiKa, 
evolucija

OBECANJE MEDIJSKE ARHEOLOGIJE
Nadežda Čačinovič

Medijska arheologija nudi novi i neophodan alat za suočavanje sa mnoštvom fenomena koje tako 
neselektivno – anahrono ili na druge načine – prepoznajemo kao umetnost i klasifikujemo kao 
umetnička dela. Rad pokušava da naglasi razliku u poređenju sa srodnim gledištim: teorije kulturne 
transmisije, materijalnosti kulture, logike estetskih režima itd. Moglo bi se nazvati “mediji pre 
medija” (i prati Kitlera (Kittler)) ili kopati sa Zilinskim u “Duboko vreme medija” (Deep Time 
of the Media) sa dobrom vezom prema “istoriji pristupa čula” ili ići pravo sa Jusi Parikom i Erki 
Huhtamom (Jussi Parikka, Erkki Huhtamo) i koristiti “medijsku arheologiju”: ali je uvek priznanje 
protejske prirode umetnosti i arhitekture.

ključne reči: materijalnost kulture, istorija čula, mediji, kulturna transmisija

FORMA I ZNACENJE U ARHITEKTONSKOJ TEORIJI
Jale Nejdet Erzen

Često je arhitektonska teorija bilo jasno izražena propisanim stavovima o tome šta bi arhitektura 
trebalo da bude, pre nego stavovima formulisanim od istorijskih iskustava i primera arhitekture. 
U ovom radu ću pokušati da ponudim čitanje arhitektonske forme gledajući istorijski primer 
iz klasične otomanske arhitekture i savremene primere, pokazujući kako različite arhitekture  
tretiraju formu. U primerima Sinanove arhitekture, simboli su istraživani u odnosu na kretanje, 
urbani sklop, religiju i moć. Ideja je da će ova analiza ponuditi razumevanje značaja arhitekture u 
okvirima ljudskog iskustva i urbanog konteksta kojii dopire izvan strukture i funkcije.

ključne reči: arhitektura, sinan, forma, značenje, struktura, telesni odnosi

POL ŠIRBART I UTOPIJA OD STAKLA
Tyrus Miller

Ovaj rad će razmotriti arhitektonske spise nemačkog ekspresionističkog pisca Pola Širbarta (Paul 
Scheerbart), sa fokusom na njegovoj fascinaciji staklom kao arhitektonskim i metaforičkim 
materijalom. Diskusija je o Širbartovom arhitektonskom traktatu Arhitektura stakla (Glass 
Architecture), njegovom romanu Siva tkanina (The Grey Cloth) i srodnim tekstovima o arhitekturi 
stakla. Širbart predstavlja alternativnu tradiciju unutar arhitektonskog modernizma, koja gleda 
na staklo kao na konstruktivan materijal koji predstavlja modernost kroz izlaganje strukturalnih 
elemenata, takođe u službi komfor forme prema funkciji. Širbart, nasuprot tome, smatra staklo 
nosiocem boje i multiplikatora svetlosti, koje je video kao sposobnog da transformiše čovekovu 
okolinu i ostvari pozitivne efekte na pojedince i kolektive. On je video svetlost kao kulturno-
formativnu, a arhitekturu stakla kao sredstvo kojim izgrađeno okruženje može da poveća moderni 
kulturalni utopijski potencijal. Takođe, ukratko ću razmotriti i uticaj Širbarta na anarhističkog 
arhitektu Bruna Tauta (Bruno Taut) i na razmišljanja Valtera Benjamina (Walter Benjamin).

ključne reči: staKlo, arhiteKtura, utopija, transparentnost, pol širbart, bruno taut


