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The following paper discusses processes of de-realisation, overidentiý cation, 

incarnation(s) and identity, in connection with þ exible accumulation strategies 

of capitalism and the re- or de-territorialisation of capital. 

 

De-realisation, overidentiý cation, incarnation(s)

The true horror today is not horrifyingly violent projects in the arts, as they 

function, paradoxically, as a protective shield that is fantasised as such, 

protecting us from the true horror - the horror of the abstract positioning of 

East and West, North and South, art and economy, state terrorism and activism. 

The psychotic generating experience in itself is that this abstract collaboration 

functions as a protective shield (that protects in the end only the obscenely visible 

art institutions and the power art structures in themselves) and erases all traces 

of difference, activism, positioning, etc. The art institution defence against the 

true threat is actually to stage a bloody, aggressive, destructive threat in order 

to protect the abstract, sanitised situation. This is the sign demonstrating the 

absolute inconsistency of the fantasmatic support and not only the inconsistency 

of reality in itself. Instead of the multiple reality talk, as who else but Slavoj

 ĝZiĝzek would say, one should thus insist on a different aspect - on the fact that the 

fantasmatic support of reality, of the art structures and their mechanisms, is in 

itself multiple and inconsistent. 

One possible way of understanding this new situation is that the effect of 
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de-realisation is an effect of juxtaposing reality and its fantasmatic supplement 

face to face: to parallel one near the other. The idea is to put together the 

aseptic, quotidian social reality, life itself, and parallel it with its fantasmatic 

supplement. Several projects can be listed that use, in a very speciýc way, 

this key concept of de-realisation and de-psychologisation of reality and of 

art (although we should be aware that abstract positioning insists on the 

psychological moment and on the psychology of the individual artist). A similar 

strategy was displayed by the Russian Ilya Kabakov, in one of his projects in 

2000.1 He displayed in the exhibition space a reconstruction of a kitchen that 

was common to the proletariat in socialist times, when Russia was known as the 

Soviet Union, and moreover through the window of this reconstructed kitchen, 

it was possible to watch delirious ýlm sequences from the golden Soviet time; 

ýlms that were produced to give totally splendid communist future visions, with 

smiling faces, and people eager to work and to ýght. It does not matter if real 

life in itself was an absolutely horriýc vacuum, that the kitchen was shared by 

multiple families with far fewer potatoes for the soup, what was more important 

was this fantasmatic supplement of life that was parallel to the inconsistent 

and miserable reality. And it was precisely this moment that was shared and 

presented in the exhibition space: Kabakov displayed the simple and poor Soviet 

kitchen with its fantasmatic counterpart, through ýlms and visual ideology. 

With such a procedure that allows us to externalise our innermost fantasies in 

all their inconsistency, the artistic practice stages a unique possibility to act out 

the fantasmatic support of our existence.  

A photograph was taken with the title Tanja Ostojic: Black Square on White 

/square/, on which the black pubic hairs of the Belgrade artist and performer 

Tanja Ostojic, are styled in the form of a óMalevichô square, and organised in 

a composition with her /white skin/ Mound of Venus. The Malevich modelled 

suprematist pubic entrance, i.e., the óblack square on white squareô, was seen 

during the Venice Biennale only by Harald Szeemann, the director of the 49th 

Venice Biennale, in order to declare that this hidden Malevich, óin-between her 

legsô was one of the many ofýcial art works of the Biennale in 2001. Meanwhile 

during the opening days of the Biennale, Ostojic elegantly dressed, acted as the 

Angel/Escort (both terms were used by her) of Mr. Szeemann, publicly exhibiting 

herself near him, while the artwork, the pubic Malevich stayed discretely hidden, 

and as a ýrst hand witness, I can state, absolutely not disturbed. 

 

Some feminists were furious that she exposed her beautifully shaped body as an 

object, as they thought, perhaps, that she could escape in the near future being 

an object of transaction within the corrupted art market, the art institutions 

and the tyrannical vampire ýgures that run the ART ediýce. Contrary to such a 

legitimate, but traditional way of understanding an Ostojic happening, the photo 

and the whole story, as a perverted selfïinstrumentalisation that relates to 
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some repressed trauma(s) between visibility and invisibility and object-subject 

relations, I want to develop two alternative approaches to grasp as precisely as 

possible this exceptionally powerful work.  

The ýrst one is the authentic act of traversing the fantasy, the other is 

incarnations; both come from the psychoanalytic heritage, and last but not 

least, as always, from my re-appropriation of  ĝZiĝzekian thought (1999, 2000). 

The black pubic square has nevertheless an additional, powerful connection to 

another square, precisely to Hitlerôs moustache, implying a certain process of 

fascisation in post-modern art, life and the body of the artist in present times.  

Power reproduces itself only through some form of self-distance, by relying on 

the obscene disavowed fantasy rules and practices that are in conþict with its 

publicly visible installed norms. The obscene ediýce of the Institution of Art is 

emphatically and pathologically conditioned by the disavowed subjectôs libidinal 

investments; the subjects are held by power through forms of fantasmatic 

eroticisation over them. The simply critical avant-garde assertion of the truth of 

the obscene art power ediýce, that is, together with all its gallery and museum 

institutions, deýnitely vulgar, cold, manipulative and almost deprived of any 

aura, is not enough. Or, to stage the critic against the art ediýce in the manner 

of a bloody, aggressive, destructive event is not enough either. The art power 

ediýce is today already staging such bloody events by itself, in order to protect 

the abstract, sanitised situation it is publicly empowering!

One of the possible strategies is the  ĝZiĝzekian overidentiýcation with the power 

ediýce. Acting precisely in a way to overtly stage the fantasmatic scenario 

that is discussed, incited, and implied, but not made public. That means, if 

the art power ediýce is relying on obscenity and promiscuity, and, if this is 

what the whole story about art and its power is, then the proposed process of 

overidentiýcation will exactly over-display this in the public realm. Even more, 

such an act of overidentiýcation performed publicly is, according to Lacan 

via  ĝZiĝzek, an act of traversing the fundamental fantasy, that radically puts 

under question our most inherent submission to the power art ediýce. Ostojic 

performed exactly such an act. An authentic act, according to  ĝZiĝzek, disrupts 

the underlying fantasy, attacking it from the point of a social symptom. The act 

of traversing the fundamental fantasy was used as a bravado strategy in the 

public appearance of the music group Laibach in the 1980s in Ljubljana as well. 

Insisting on literal repetition, the group succeeded in overtly staging the hidden 

fantasmatic scenario of the socialist totalitarian ritual.  

It is important to distinguish precisely between an authentic act of traversing 

the fundamental fantasy from an inauthentic one, that even more obfuscates the 

invisible traces of emptiness, of the void around which all things gravitate. One 

palpable political consequence of this notion of the authentic act, insists  ĝZiĝzek, is 

that in each concrete constellation there is one touchy nodal point of contention 

which decides where one truly stands. In Laibach, from my point of view, this 

is undoubtedly the deep relation and rooted position of Laibachôs music within 

the industrial music movement of the 1980s, the most radical and avant-garde 

rock ónô roll invention; this is the contention point of absolute Laibach radicality 

and not, as it would be possible to wrongly understand, a relation beyond the 

repetition of the totalitarian populist ritual, with any popular-populist music 

movement - which would have resulted in an absolute double obfuscation of the 

traces of the void around which the socialist totalitarian system rotated. 

In the case of Tanja Ostojic, it is precisely the pubic Malevich under the stylish 

gowns, the black square, so to speak, embodied on the topological place, and 

not some kind of ówallpaper, poster Malevichô. In between her legs the real/

impossible kernel of the art power machine received the only possible appearance 

in þesh and blood. The so-called touchy nodal point of contention in art today, 

is the cannibalistic attitude of the art capitalist power ediýce that displaced and 

abstracted everything and everybody only for the sake of its proper survival. 

Malevich stands at the beginning of an art history ediýce that completely 

evacuated its conditions of (im)possibility. And if we are to re-articulate the way 

this real/impossible kernel is to emerge today in the ýeld of representation, then 
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it is possible only, as per  ĝZiĝzek, as a tropological, and I will add, topological 

incarnation(s). What else is Ostojicôs Black Square on White than a tropological 

incarnation on a topological place! A þeshy (in -carne) embodiment of the total 

evacuation of the condition of the (im)possibility of the capitalistic ediýce of 

modern art. 

 

Finally, was it not something similar that took place in New York on September 11, 

2001? We witnessed precisely this radical de-realisation and de-psychologisation 

of the American reality that shocked not only the USA, but most of the world 

that could watch what was going on in New York, in real time so to speak, due 

to the television video signal. In the explosion of the WTC towers, New York 

citizens could clearly see the aseptic, quotidian social reality, life itself, in direct 

parallel with its fantasmatic supplement - Hollywood ýlm scenarios - performed 

this time in reality. And although all were performed in real time, as was most 

CNN programming that day, nevertheless it seemed that the tremendous fear, 

shock and desperation were all covered within an almost virtual dimension. 

What happened in that moment was that we found ourselves in an almost virtual 

position. How can we deýne this situation as virtual? The virtual environment 

occurs cinematically, as a kind of reversal of face-to-face intersubjectivity; the 

subject in virtual reality sees her/his shadowy double, which emerges from 

behind her/him as a kind of sublime protuberance. In the virtual environment, 

what we are seeing is the concentration of the ýeld and counter-ýeld within the 

same frame. And this is exactly what occurred in that very moment of radical 

de-realisation and de-psychologisation of the American reality, that put face-to-

face (in a direct parallel) the aseptic, quotidian social reality with its fantasmatic 

supplement. It was as if the counter-ýeld (Hollywood) was mirrored back 

into the reality ýeld itself. The result is not solely a desperate loss of innocent 

human beings, but what will have even more tragic consequences: the absolute 

deprivation of the Americans of self-identity. What is at stake in virtual reality is 

the temporal loss of the subjectôs symbolic identity. S/he is forced to assume that 

s/he is not what s/he thought her/himself to be, but somebody-something else. 

And this is also why the mass media, especially CNN, are now producing the 

war against the Muslim world and all the others who are not óthe civilised First 

Worldô, as what is at stake here is the process of trying to cover this absolute 

óblow upô of the US self-identity that was until now grounded in absolute power 

and control. 

Identity via re-distribution of capital 

It should be obvious that my view of location and identity through theory, which is 

supposedly general, is actually rooted in a very situated, or rather, located theory. 

I will put situated theory parallel to situated knowledge, a term paradigmatically 

coined by Donna Haraway (1997: 15 & 314). It is not about knowledge produced 

in different locations or by different agents, which in the time of globalisation 

somehow works on the line of fairly equal positions of dissemination of their 

theoretical and critical work, as a kind of bona ýde relativism. Quite the contrary: 

to think about located/situated theory is to think about theory that is open to 

critical investment and, moreover, is never an innocent practice. 

The term ólocatedô, according to Katie King (1994), is not equivalent to local, 

though it can be appropriately partial, just as global does not always mean 

general or universal. What I want to say is that with local/located/location we 

can produce a very locally-based activity that can be a politically powerful point 

of a universal action. I can, for example, state that the local Ljubljana subculture 

or underground movement of the 1980s is intrinsically connected with a much 

wider formation, a global activist formation; or on a more óuniversalô level I 

could argue that the local transsexual St. Petersburgôs movement can be seen 

through a multi-layered global intersexuality formation.2 Located means, above 

all, distributed and layered, and it is quintessential for theoretical (philosophical, 

feminist and cultural studies) investigations of identity.  

In our times, identity is intrinsically connected with the most inherent processes 

of capital. It is important to identify that contemporary global capitalism 

with its inherent de- or re- territorialisation processes, creates conditions for 

the proliferation of new multiple identities. This production of þuid hybrid 

Grzinic.indd   176-177 7/1/05   5:12:46 pm




