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TEXTE

Unlike other media, Virtual Reality (VR) has a very brief history.
There fore, it is diffi cult to write on virtual art from a refer en tial point
of view. Although some writing on virtual reality art exists, previous
research and critique has had to allude to compar isons made from
metonyms and meta phors, for no other medium has ever included its
complexity and affects as a whole. Virtual reality, as a full mech anism
of delivery, percep tion, and impact on the entire realm of senses, is
only now starting to materialize.

1

An important part of the medium is the promise of community. The
elev ated levels of pres ence, embod i ment and agency in virtual spaces
are funda mental in immersive exper i ences that chal lenge all previous
concepts. Communities in VR differ from tradi tional communities and
are closer to the prin ciples of Jacque Rancière
‘Aesthetic Community’ 1.

2

They are formed by a recon fig ur a tion of the sensorium, always
holding a duality  –  each community member exists both in the real
reality, as well as in the virtual world, sensing both real ities and
reacting to both at the same time.

3

The place of encounter for the community is an arena in which play
and pres ence meet. The avatars inhib iting these worlds range from
the symbolic to the mimetic, and different degrees of control of the
avatar are used, many utilize the advanced graphics processing power
in today’s consumer computers to allow highly complex 3- 
dimensional repres ent a tions of full bodied avatars, with the ability to
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control its phys ic ality by replic ating the user’s body move ments in
real- time. Yet, even with simple mech anics and graphics can users
embody their avatars and use it as a medium to convey a ‘perform‐ 
ance of the  body’ 2 that estab lishes their exist ence in the
virtual world.

Avatars bring life to a virtual constructed space, as they are embodied
by users bringing real- world inter ac tion forms (social cues and
gestures, for example) into the virtual world. The user can form an
indi vidual iden tity and build a social life when inhib iting an avatar 3.

5

Although virtual, the inter ac tions can induce real pain. Such was the
case in 1993, when an avatar in the text- based virtual world
LambdaMOO exploited a feature in the system to cause other avatars
to perform violent and sexual acts against their wills, causing the
victims whose avatars were exploited to suffer from post- 
traumatic symptoms 4.

6

More recently, an incident in the VR game QuiVr shed light on the
real ness of sexual harass ment in VR. In this bow- and-arrow game
avatars main tain a similar, bodi less form. While playing, a player’s
avatar began groping another player’s char acter, chasing her around
the play area and rubbing his virtual hand across where her chest and
crotch should be. The woman, having previ ously exper i enced two
real- world sexual assaults 5, perceived it just as real, with the groping
char acter preying solely on her as the only female around (determ‐ 
ined by the sound of her  voice) 6. The virtual envir on ment employs
visual, aural, and haptic feed back stim u la tions to create an immersive
exper i ence. Embodying an avatar in such an envir on ment causes a
sense of pres ence and agency that brought the woman to attest ‘it
felt real,  violating’ 7. In order to deal with these possible actions VR
worlds have been devel oping safety mech an isms, such as a personal
space bubble, a feature on the social plat form AltSpaceVR, Which
turns on an invis ible radius around the avatar as a personal safety
space. An avatar that crosses the barrier is faded from the user’s
perspective into invis ib ility. Such tools slowly create new aesthetics
of social norms, poten tially chan ging the way we communicate.

7

An opposite example occurred on January 2018, on the social plat‐ 
form VRChat. The plat form is known for the mischief that goes on in
its rooms, and espe cially for the Ugandan Knuckles prank sters
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disturbing users, but on one occa sion, when an avatar fell to the floor,
accom panied by moaning voices, the community came to aid. The
users under stood that some thing was wrong, stopped their casual
inter ac tions, surrounded the strug gling avatar, and helping through
voice chat. The ones who were still misbe having were pushed away.
The parti cipants were making ‘room’ for the avatar to breath, and by
that, trying to assist the person exper i en cing the seizure, to make it
through. The community came together for a person, as if their
communal pres ence was phys ic ally real, despite the different norms
and beha viours the space provides, and even though their help could
only be trans mitted through a virtual avatar.

The Soci olo gist T.L. Taylor notes that the pres ence of an avatar in a
(virtual) space signals to other users their ‘continued parti cip a tion in
the space’ 8. This echoes Erica Fischer- Lichte’s notion of co- presence
of actors and spec tators as a condi tion of  performance 9. Fischer- 
Lichte emphas izes the pres ence of the actual bodies, however it is
hereby suggested that due to the influ ences of embod i ment this
notion should be extended to the virtual realm 10.

9

Blast Theory
Although Virtual Reality is a nascent medium, some artists have
already been gener ating works that chal lenge the rigid defin i tions of
perform ance, spec tat or ships, and community. New perform ance
prac tices create a dissol u tion of the distinc tion between spec tator,
parti cipant, and creator. Such approaches allow for a more polit ical
artist and a more polit ical spec tator. The discussed works precede
the current wave of VR and are treated in this context as precursors:
they present an oppor tunity for reframing crit ical notions in order to
make room for what will be a new age of human exper i ence, and an
extensive field of research.

10

Blast Theory (here after: BT) is the name of a group of artists and
researches initi ated in the 90’s by Matt Adams, Ju Row Farr and Nick
Tandavanitj. Working out of their center in Brighton, UK, the group
has been layering perform ance, gaming, theatre, film, inter ac tion, and
install a tion, and involving tech no logy to entwine and examine the
discip lines in each work. The group uses ludo lo gical processes in the
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devel op ment of their works, testi fying to the affect the computer- 
game form has had on them 11.

Soci olo gical theories are often called into play when discussing BT’s
perform ances. In his seminal book soci olo gist Irving Goffman
observes mundane social inter ac tions as a series of ongoing perform‐ 
ances. The performers, which are actors and spec tators at the same
time, give them selves into a ‘kind of inform a tion game – a poten tially
infinite cycle of conceal ment, discovery, false revel a tion,
and  rediscovery.’ 12 Goffman suggests that the commu nic a tion
between parti cipants of the so- called ‘social game’ is asym met rical, as
the spec tator (which he calls a ‘witness’) may have an advantage over
the actor due to an ability to recog nize an indi vidual’s recal cu la tion
and manip u la tion of beha vior. Reflecting on BT’s perform ance A
Machine to See With (2011) Marcos Dias connects Goffman’s obser va‐ 
tion with Victor Turner’s perform ative reflex ivity, which could be
achieved in liminal constel la tions such as play or  rituals 13. Both
theories take into account a constant flow of inform a tion between
indi viduals in everyday scen arios, which digital embodied perform‐ 
ances use precisely at the point of spillage to create new oppor tun‐ 
ities for reflection:

12

Embodied perform ativity ques tions the tech noliber tarian myth of
digital media as an augmenting module to be attached to
contem porary social prac tices or the main driver of social
inter ac tion in these prac tices. It enables emer gent social inter ac tion
to mater i alize through its perceived imper fec tions, or break ages in
inform a tion flows. 14

In his defin itive book on the role of play in culture Johan Huizinga
differ en ti ates the play and ritual from the everyday. The play ground
is a ‘temporary world’ with its own abso lute order that creates ‘a
limited perfection’ 15. It is a magical world, contained within a ‘magic
circle’. The ‘magic circle’ meta phor was adopted by game design
theor ists as both a defining trait as well as a subject of critique, and,
as Sofia Romu aldo points out, it is a valu able frame of refer ence when
examining Blast Theory’s work, precisely because of the way they
treat the magic circle as a ‘fluid and permeable demarc a tion, perhaps
best described as a layer, rather than a separate space within the
real world.’ 16

13



Towards a Virtual ‘Aesthetic Community’

Blast Theory, Day of the Figur ines, 2006
Detail from mixed media installation

(Photo: BT website).

In their works BT produce virtual spaces in which the spec tator is an
active parti cipant that accepts upon her/himself the embod i ment of
an unseen repres ent a tion which is made up in part of a fictional
char acter and in part of him/herself.

14

A precursor to the poten tial of avatars as embodied vessels for the
form a tion of a community can be found in BT’s Day of the Figur‐ 
ines  (2006) 17. In this 24-days mixed media produc tion a fictional
decaying mini ature town unravels. Each day in real- life repres ents
one hour in game- time. The ‘town’ is repres ented both as a phys ical
object (a mini ature complete set residing in the venue) as well as an
asyn chronous commu nic a tion between the ‘town’s’ people via SMS
messages. Although primarily inter acting through mobile phones,
parti cipants must first register (in person, at the venue), select a
figurine to represent them, register online and make sure the oper‐ 
ator has the correct details. After receiving an index and commands
card from the oper ator the figurine is placed on the board – a 1�100
scale model of the fictional town (Fig. 1). Sending an SMS message to
the system with direc tions on where to go trig gers a projec tion of an
arrow on the board, instructing the oper ators (paid actors) to move
the figurine to a certain loca tion in town. The mini ature model was
built to comple ment the textual essence of the work, creating a kind
of spec tator interface 18, and serves as a material community center.

15

The figur ines create a personal connec tion of the observer- 
participant to the artwork: The parti cipant gives the figurine a name;
his/her direct ives move the repres ent a tion in space, becoming
mean ingful as the day progresses; the figur ines them selves were
metic u lously built as desir able objects (Fig. 2), enhan cing the engage‐ 
ment and sense of ownership 19. It is a meta phor ical embod i ment, but
one that nonethe less manages to create a bond between a person
and a figur ative object within the imagined world. The perform ative
actions are rela tional to the other, mach an ising a communal creation.
The lack of impos i tion of any author it arian object ives on the parti‐ 
cipant and the temporal expan sion of the magic circle create, as
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Blast Theory, Day of the Figur ines, 2006
Detail from mixed media installation

(Photo: BT website).

Romu aldo notes, ‘a space for emer gence in storytelling, player beha‐ 
viours and social  dynamic.’ 20 The unique config ur a tion produces a
work that, through oper ating in several forms simul tan eously, on
several senses and with several modes of mutually- effective inter ac‐ 
tions, produces what Jacque Rancière calls an
‘aesthetic community’ 21: a ‘community entailed in separ a tion itself’ 22,
a tent ative produc tion of a community entangled between ‘being
together’ and ‘being apart’. 23

The fusion of spec tator and parti cipant is espe cially relevant in light
of  Rancière’s The Eman cip ated  Spectator 24. In his essay Rancière
exam ines the place of the spec tator in the rela tions between art and
politics by looking at the common views on polit ical implic a tions of
the theat rical  spectacle. 25 He detects that the critique of theatre
revolves around what he calls ‘the paradox of the spec tator’: on the
one hand, there is no theatre without a spec tator; on the other, spec‐ 
tat or ship is an unwanted posi tion, for it sustains the dicho tomy
between viewing and acting, between passivity and  action 26.
Rancière then suggests a new kind of theatre, ‘a theatre without
spec tators’: separ ating the concept of the spec tator from the concept
of theatre and shifting the rela tions between the spec tator and the
stage to center on drama as an action that stim u lates action 27.

17

All formu laic attempts have failed, including Brecht’s epic theatre and
Artaud’s theatre of  cruelty 28, for they do not truly eman cipate, as
they do not equalise intel li gence. Both Brecht’s and Artaud’s
approaches try to change theatre from within, to bridge between the
short com ings of the spec tacle to the advant ages of the theatre.
Rancière find this logic turns the theatre into a medi ating tool that
aspires to elim inate itself, in the same way a teacher is respons ible
for elim in ating the gap between his/her know ledge and the
ignorant student 29. In the pedago gical rela tion ship the student does
not know what he doesn’t know, and can never know the distance
between the know ledge (which sits with the teacher, or authority),
and his own ignor ance. It is an unbridged inherent gap precisely

18
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because it is a form of power rela tions that estab lishes the teacher as
that which will always know more than the student, and the only one
among them who knows what ignor ance is (as it is defined by the
authority). That is how the eternal distance is formed. The first thing
taught to the pupil is his/her inab ility to reach know ledge. The
inequality of intel li gence triumphs.

In order to break this pedago gical circle there is a need for intel lec‐ 
tual eman cip a tion – an acknow ledge ment in the value of intel li gence,
as it mani fests in different forms. This is the basic intel li gence of the
mere option of human learning by obser va tion and compar ison with a
thing which is already known to the learner. Theatre makers, claims
Rancière, work the same way. Whether intending to convey a
message or simply asking to ignite a feeling or a call to action,
performing artists assume that they already know the correct
distance (between know ledge and ignor ance) and the ways to
remove it 30. The entire construct is coun ter in tu itive, as:

19

The human animal learns everything in the same way as it initially
learnt its mother tongue, as it learnt to venture into the forest of
thing and signs surrounding it, so as to take its place among
human beings. 31

What Rancière suggests is a complete recon fig ur a tion of the distri bu‐ 
tion of the sens ible. He alludes to the Platonic notion of the
‘impossib ility of doing two things at  once’ 32, and of the stage as a
disrup tion of the divide of iden tities. Current day immersive art and
virtual reality exper i ences realise a once impossible option – to be in
two places at once. The use of embod i ment and agency to produce a
self- initiated ethical inquiry is thus a possible strategy for an eman‐ 
cip ated spec tator. Such strategies can be can be seen in BT’s Ulrike
and Eamon Complaint (Commis sioned by the De La Warr Pavilion for
the 53rd Venice Bien nale, 2009), which mixes pervasive and locative
gaming with role playing. The work begins with a phone call that asks
the parti cipants to choose which of two char ac ters they would like to
be, before embarking on an inter active journey throughout the city,
armed with a mobile phone, through which they receive instruc tions
and answer ques tions. The char ac ters are revealed to be real- life
terror ists Ulrike Meinhof (Red Army Faction) and Eamon Collins (IRA),
turning the journey into an embodied exper i ence in which parti ‐

20



Towards a Virtual ‘Aesthetic Community’

Blast Theory, Ulrike and Eamon Complaint
Mixed media perform ance, 53rd Venice Bien nale, 2009, still from online video, accessed
March 26, 2007, http://www.blasttheory.co.uk/projects/ulrike- and-eamon-compliant/.

(Photo: BT website).

cipants are confronted with their own morality while slowly being
condi tioned to a state of compli ance through the instruc tions
received on the mobile phone (Fig. 3). The work relies on the consent
and agency of the parti cipants, yet as it advances it calls into ques tion
that very agency while tying it in with real polit ical past events. The
parti cipants them selves become avatars for three separate entities:
Ulrike or Eamon, BT, and their self- formulated char acter as a
performer in the work, each demanding some form of submission.

As Romu aldo notes, the use of game struc tures as a layer on real
world events and spaces allows highly tailored exper i ences for each
spec tator, dissolving the Magic Circle just enough to create a
personal reflec tion  space 33. The spec tator is also the creator of
his/her own path, and while not being able to influ ence events that
have already occurred, the spec tator’s active decision making while
inhib iting a real- life char acter demands a type of engage ment that
produces ethical rami fic a tions in the lines of Rancière’s eman cip ated
spec tator. Moreover, the work evolves as an exper i ence of multiple
expres sions of stories of a fringed nature, of people whose crimes
have deemed them undesir able but were made of decisions which are
in part polit ical, part crim inal, and part the consequences of circum‐ 
stances. Following Rancière once more, it is argued that the work
redis trib utes the sens ible. It’s a recon fig ur a tion of the communitas,
forming a new (ad hoc) community:

21

Politics consists in recon fig uring the distri bu tion of the sens ible
which defines the common of a community, to intro duce into it new
subjects and objects, to render visible what had not been, and to
make heard as speakers those who had been perceived as mere
noisy animals. 34

Similarly, I’d Hide You (2012-2014) redis trib utes the sens ible by refo‐ 
cusing the spec tator’s gaze through the eyes of another 35. Designed
by BT as a mixed reality chase game, three performers (runners) play

22
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Blast Theory, I’d Hide You
Mixed media, 2012-2014

(Photo: BT website).

a special hide- and-seek game on the streets of a desig nated city,
armed with special equip ment that broad casts it live on the web and
allows viewers to parti cipate by inter acting online (Fig. 4). Choosing a
runner from the reality- TV-like designed web inter face trans ports
the viewer to the runner’s POV cam, giving them the ability to
provide the runner with clues as to the where abouts of the other
runners. Online viewers can even accu mu late points by clicking on
the other runners if they are viewed on the cam- feed, a pun on the
word ‘shooting’, which is both an extreme polit ical action, cine ma to‐ 
graphic term, and a computer games genre (‘FPS’: First- Person-
Shooter). Embedded in the game is a need to constantly be on the
lookout, notice details, and make inter ac tions with the envir on ment
and with other people, while being aware of the chase and the oppor‐ 
tun ities it holds. The avatar in this case is a live human, an actor
devoted to the game, receiving orders and warn ings from its oper‐ 
ators, who could be anyone, anywhere. The embod i ment is only
partial, as the actor is not subjected to the spectator- participant, and
the control over motor func tions and decision making remains with
the actor. The orders are merely sugges tions which produce, in
effect, a real- time commu nic a tion between the actor and each of the
spectators- participants, forming a community within a shared play‐ 
ground, reordering the geography, archi tec tural topo graphy and
social condi tions. The game is not just a chase, as the actors take the
time to inter view people they meet on their way, observe details of
aesthetic objects they come across, and even infilt rate exhib i tion
spaces and social events, letting the spec tators be inside an other‐ 
wise unau thor ized place. The parti cipants form bonds, help each
other, and compete with one another, devel oping tactics of inter ac‐ 
tion while occupying several places and func tions at the same time.

Oper a tion Black Antler (2016), which debuted at the Brighton Fest ival
and co- produced with the immersive theatre company Hydro cracker,
explores the tech niques and morality of under cover police surveil‐ 
lance and espionage 36. In this work BT further develops the use of
game mech anics and role playing in real- world scen arios and

23
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Blast Theory, Oper a tion Black Antler
Mixed media, 2016

continues to blend between reality and fiction while blur ring the
magic circle even more. The indi vidual spec tator is now a part of a
team, the mobile phone makes way in favor of in- person inter ac tions
with ‘agents’ (portrayed by actors). After receiving a message on their
mobile phones, parti cipants make their way to a given loca tion,
where they are briefed and asked to form secret iden tities (Fig.  5).
They are given a mission to gather inform a tion on poten tially violent
right- wing extrem ists assem bling in a community event in a local
pub, for which they will have to make their way to the pub and
interact with its resid ents for the best of two hours. They wear
several layers of iden tity: the first is their basic one as parti cipants in
a perform ance; the second is their given iden tity as under cover
police officers; the third is their under cover iden tity, which is
comprised of their moral atti tude toward the extrem ists (as sympath‐ 
izing or antag on izing trig gers different scen arios). The inter ac tions
are open- ended; the parti cipants do not know if they are talking to an
actor, a bystander (bartenders and pub patrons) or a fellow parti‐ 
cipant. If working in the lines of the given assign ment, they must
perform a role that acknow ledges and echoes the suspect char ac ters,
including voicing opin ions against immig rants and using common
racial slurs 37. What they may say and do does not neces sarily reflect
their own views. It is exactly this kind of juxta pos i tion that calls for a
real- time analysis and reflec tion on a situ ation covered with ambi‐ 
guity: in the absence of a script, on a real- life loca tion, under the
guise of a char acter of their own making, and with a (semi- dissolved)
magic circle, whatever the parti cipants choose – is their own.
Through their parti cip a tion they create an ad- hoc community, which
is both real and a poetic reflec tion of society. This strategy gives
room to what Rancière refers to as the logic of eman cip a tion
in performance:

It is not the trans mis sion of the artist’s know ledge or inspir a tion to
the spec tator. It is the third thing that is owned by no one, whose
meaning is owned by no one, but which subsists between them,
excluding any uniform trans mis sion, any iden tity of cause
and effect. 38
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(Photo: BT website).

There is no clear end- game (win/lose scen ario) to the piece. It ends
with a regrouping of the parti cipants and a discus sion with the artists
about the exper i ence and the ethical consequences of the indi vidual’s
and the group’s decisions throughout the  playtime 39. Oper a tion
Black Antler is designed to use embod i ment, pres ence, and agency to
create a perform ance of citizen ship. ‘Being active’ is not enforced, but
suggested and encour aged, yet the implic a tions of being active are to
be confronted with one’s own moral grounds and polit ical views. This
seems to fill a basic prin ciple for creating a space where an eman cip‐ 
ated spec tator can exist, as Rancière puts it:

24

Eman cip a tion begins when we chal lenge the oppos i tion between
viewing and acting; when we under stand that the self- evident facts
that struc ture the rela tions between saying, seeing and doing
them selves belong to the struc ture of domin a tion and subjec tion. It
begins when we under stand that viewing is also an action that
confirms or trans form this distri bu tion of position. 40

In their works, BT create virtual spaces within real spaces, often
repla cing the separ a tion between the two with a liminal space that
accen tu ates tensions and enhances sens ible experience.

25

Ulrike and Eamon Complaint,  and Oper a tion Black Antler (as well as
an earlier work, Desert Rain, 1999) are fact- based perform ative works,
dealing with highly volatile polit ical issues through narrat ives that
mix real life with fiction. Parti cipants travel in phys ical spaces and
take part in a work that evolves as they get more involved. I’d Hide
You exists on two planes simul tan eously – a virtual (online) space and
a phys ical (city- wide) space. Spec tators can step outside and
encounter the work, but only for a fleeting moment (as the
performers move around quickly due to the game element). To exper‐ 
i ence the work in its full dura tion and scope the spec tators must sit
in front of their computer, log in to the project’s website and parti‐ 
cipate in the real- life chase by chan ging camera feeds, following the
actors, and/or writing comments on the live chat feed.

26

I’d Hide You was performed as part of a city- wide festival 41. Fest ivals
create a vibe, a temporary rhythm and flow within an envir on ment.
The piece allowed people from around the world to tap into that
rhythm, but by directing it as a chase- game, and connecting people

27
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in both synchronous and a- synchronous commu nic a tion methods,
BT also created its own tempor ality, its own time- outside-of-time 42,
in which unpre dict able things could happen.

Conclusion
Art historian Oliver Grau announced virtual reality as ‘the complete
divorce of the human sensorium from nature and matter’ 43. Caroline
Jones defines Sensorium as ‘the subject’s way of coordin ating all of
the body’s percep tual and proprio ceptive signals as well as the chan‐ 
ging sensory envelope of the  self’ 44. She surmises that the human
sensorium was misap pro pri ated by the art world of the
20th  century 45. In addi tion to visu ality, contem porary art should
start treating ‘the auditory, the olfactory, and the tactile as simil arly
crucial sites of embodied  knowledge’ 46, which could create a new
sensus communis.

28

This last concept was also explored by Rancière, who offered to read
the under lining Kantian notion of free- play as an aesthetic freedom
which points toward a possible community that reunites the senses
and cancels separ a tions between politics, art, economics, reli gion,
and the common place, coun ter acting the aesthetic revolu tion for
which ‘the root of domin a tion is separation’ 47.

29

As demon strated, BT’s discussed works tap into a new sensorium, ‘in
which the hier archies are abol ished that struc tured
sensory experience’ 48. By incor por ating embod i ment, pres ence, and
agency within the rein stated sensorium, it is possible to pave a path
from aesthetics to politics. Rancière’s formu la tion of aesthetic config‐ 
ur a tions yields meta politics, ‘ … proposing to politics re- 
arrangements of its space, re- configuring art as a polit ical issue or
asserting itself as true  politics’ 49. Refuting Lyotard, Rancière
exclaims that:

30

The exper i ence of dishar mony between Reason and Imagin a tion
tends towards the discovery of a higher harmony – the subject’s self- 
perception as belonging to the super sens ible world of Reason
and Freedom. 50
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RÉSUMÉ

Français
La réalité virtuelle offre des niveaux élevés de présence et d’incar na tion,
fonda men taux pour toute expé rience immer sive. Dans une recon fi gu ra‐ 
tion du sensorium — chacun existe à la fois dans le monde réel et dans le
monde virtuel, les commu nautés virtuelles et tradi tion nelles entrent
en conflit.
Chaque œuvre de Blast Theory crée un espace limi naire qui super pose la vie
réelle avec sa contre partie virtuelle. C’est dans cet espace que les barrières
entre spec ta teur, parti ci pant, artiste et œuvre d’art s’abattent. L’imagi na tion,
la parti ci pa tion et le Soi y deviennent véri ta ble ment illi mités. À travers la
pratique de l’incar na tion et de la capa cité d’agir au cœur des
mondes virtuels, Blast Theory amène à une recon fi gu ra tion d’un sensorium
commun, et donc, à de nouvelles manières de faire communauté.

INDEX

Mots-clés
communauté éphémère, cyber-bulle, identité, politique, réel, virtuel

AUTEUR



Towards a Virtual ‘Aesthetic Community’

Premshay Hermon
Premshay Hermon est investi dans la vie culturelle israélienne depuis dix ans,
notamment dans les milieux de la musique, de la danse, du théâtre, des arts visuels
et de l’éducation. Il est le fondateur de Cannons & Muses, une association
internationale d’artistes travaillant sur le rôle de l’art pendant les temps de crise,
le directeur artistique de Activism Festival, un rassemblement annuel dévoué au
changement social et environnemental en Israël, et le producteur exécutif de
TheaterCan, une compagnie jeune et dynamique à l’origine de pièces
participatives innovantes. Il est également photographe et compositeur d’œuvres
produites à l’international, à Tel Aviv, Dublin, Tokyo, New York et Boston.
IDREF : https://www.idref.fr/265754240

https://www.ouvroir.fr/radar/index.php?id=355

