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Several Examples from the Archive

Compiled by Julian Myers

Paul Robeson
Peekskill, New York
August 27, 1949

Virginia Hirsch recounted the following 
on June 25, 1998, at a screening in San 
Jose of Paul Robeson’s 1940 film Proud 
Valley.1 A different account, by Howard 
Fast, was published by the Civil Rights 
Congress in 1951 as Peekskill, USA: 
A Personal Experience. Republished in 
Russian (1951), Japanese (1952), and 
Chinese (1956), Fast’s book became a 
touchstone for an internationalist left 
and evidence for Communists of ongo-
ing American racial intolerance.

Apparently there are very few of us 
left who managed to get to [attend] both 
Peekskills. I’ll briefly tell you about the first 
non-concert. For a young woman out of the 
hills of Pennsylvania, a white Anglo-Saxon 
protestant, August 27, 1949, was, if not the 
beginning of my political understanding, 
the day and night that shaped my life.

At this first concert, which didn’t come 
off, several of us went up from New York 
City to picnic, swim and then help set up 
the chairs and other items for the evening 
concert. We were supporters of the 
sponsoring organization, the Civil Rights 
Congress. We were eager to hear Paul 
Robeson sing, and this event had been 
held for several summers in the area.

About 4 o’clock I was sent out by our 
group of about 6 people to get some so-
das. I was the one with the car, a ’38 Olds. 
The town of Shrub Oak was about 2 miles 
away, and as I left I noticed some activity 
down the road. When I returned to enter 
the meadow where the concert was sched-
uled, a large crowd had gathered.. .many 
wearing VFW and American Legion hats, 
lots drinking beer, and they surrounded 
my car, began to rock it and were shouting 
things like “commie jew bitch,” “niggerlo-
ver” and other epithets.

I was really terrified, but knew I had to 
get back into the picnic area because my 
friends were in there. I put my car in gear 
and an obese middle-aged man stepped 
in front of my car. He was wearing a 
badge—Westchester County Sheriff. It 
was he, and he was not a deputy. . .who 
said, “You might get in, but you won’t get 
out.” I inched the car forward and they did 
finally let me pass.

Within hours after reaching my friends, 

it began to darken, but no concertgoers 
were driving in, and we realized that we 
were trapped. A few young folks from 
nearby summer camps came in through 
the woods but there was no sign of Paul 
Robeson or anyone else. Then two crosses 
were ignited on the surrounding hills, and 
that set the tone for the rest of the night. 
Two of us ran to the farmhouse near-
est the meadow and begged to use the 
phone. We called the New York State Po-
lice to notify them of the fires and the mob 
outside the entrance. They never came. 
We [again] called hours later, but until 
4 a.m. we were trapped in this meadow 
while gangs came down the hills on all 
sides of the meadow and piled up the 
chairs and set them on fire. The portable 
stage and generator were also burned. 
The state troopers did not bring us out 
until dawn, most of us a sorry mess. I had 
helped a young boy with a serious head 
gash so my skirt was stiff with blood. We 
were escorted to a nearby camp where 
good people who had heard of the siege 
took us back to the city. On our way out, I 
saw that my car had been thrown over the 
embankment by the entrance bridge.

I made my way directly to the office of 
the Civil Rights Congress, mainly to learn 
of any injuries to any others who were 
going to go to the concert. I had been up 
for 30 hours and was a mess. They sent me 
directly to a downtown hotel where Paul 
Robeson was to have a press conference. 
It was there that I told of the night’s events 
and learned that Robeson was unable to 
get through. It was there that the New York 
press corps taught me how not to answer 
baiting questions. But Paul Robeson, with 
all his majestic dignity, vowed that he 
would sing for the people, that there would 
be a concert in another week, and that no 
one would stop him from singing if people 
wanted to hear him. His strength and 
resolve helped me get through that time.

You all know, I’m sure, that the next 
concert was a great success, but when it 
was over, every concert-going vehicle was 
directed down a single road by the state 
troopers and was viciously stoned for 
several miles.

My brothers and sisters in the book and 
magazine guild of the United Office and 
Professional Employees, CIO, were there 
in full force to join the thousands who 
attended and stood guard at the concert. 
My learning really started there. On June 
30, 1949, our union newspaper covered the 
Peekskill events. They quoted my words 
on the basic lesson of my life, “Democracy 
can be won only by protecting the civil 
and political rights of all. We must fight 

to make America a free, peaceful, [and] 
democratic nation.”

This “non-concert” points both to 
the variety of motivations for stopping 
a show—here, of course, the motiva-
tion is legally sanctioned racism and 
harassment—and to what separates this 
moment, and this kind of concert, from 
all those that follow it. However, even as 
I want to make clear what distinguishes 
this situation from those described be-
low—its historical moment, its relatively 
primitive “apparatus,” and the deep 
antagonisms that structure it from the 
start—I want to insist on certain conti-
nuities as well. Indeed I regard Hirsch’s 
“large crowd.. .many wearing VFW and 
American Legion hats, lots drinking 
beer”—hardly fans of Robeson, and 
not at all the community the organizers 
wished to address—still as part of the 
audience for this event. Conceived in 
this way, what comes into view is just 
how factionalized and differentiated the 
thing designated by the singular term, 
“audience,” can be.

Cabaret Voltaire
Manchester, UK
1975

Stephen Mallinder describes the event 
in a 2008 interview:
Interviewer: There’s a story that seems to 
have passed into urban legend about you 
being dragged off stage by disco fans and 
beaten up because they didn’t like what 
you were doing. . . .

Mallinder: It sounds really naff, doesn’t it!

Interviewer: What happened?

Mallinder: The funny thing was—and this 
is what’s even weirder—they were actually 
environmentalists! That was about 1975 and 
these people who were the equivalent of 
the Friends of the Earth. They were having 
a fundraiser and wanted a band. Chris 
(Watson) must have known one of them. He 
said, “You’ve got a band, haven’t you? Well, 
can you play disco? Can you play funk?” 
He said, “Yeah, of course we can play 
disco.” We turned up playing tape loops of 
sledgehammers and things like this, and 
they got really pissed off, because we’d 
said we could play disco. They said, “No, 
you can’t play disco.” And then all these 
environmentalists, I guess they showed 
their true colors. There was a big fight, and 
I got pushed off stage. We didn’t mind, we 

were quite happy to annoy people. . . .  The 
consequences of pissing people off are that 
you get battered for it, really.2

Black Sabbath
Mecca Arena, Milwaukee
October 9, 1980

This concert was performed before ten 
thousand people. During their second 
song, a full beer can hit the bass player, 
Geezer Butler, in the eye. Butler: One 
minute I’m playing ‘N.I.B.,’ the next I’m 
covered in blood! I blacked out and 
was taken off stage. Unfortunately, this 
happened while the lights were down 
so everyone thought we walked off! Our 
fucking idiot road manager came out 
and asked the audience if they thought 
it was 1776 again. Just what you want to 
say to an American crowd! 3 A bootleg, 
called “Black Sabbath Riot Milwaukee 
80,” was released on 12” vinyl in 1998 by 
Khan and Lary 7.4

Public Image Ltd.
The Ritz, New York
May 15, 1981

On this occasion, the band consisted of 
John Lydon, Keith Levene, Jeanette Lee, 
sixty-five-year-old jazz drummer Sam 
Ulano, and videographer Ed Caraballo. 
There are varying accounts of how 
much damage occurred and how many 
were hurt. Rolling Stone wrote that 
several people were injured;5 in recent 
interviews Caraballo and Levene both 
recalled only a single injury, a fan hit 
by a bottle.6 A bootleg, called “That 
Famous Riot Show,” was released on 
7” vinyl. Kim Gordon, of the band Sonic 
Youth, later described the event in 
Artforum: In the spring of 1981 the rock 
group Public Image Ltd. (PiL) played at 
the Ritz in New York. That club’s movie-
scale video screen, which functioned as a 
barrier and was used to create or motivate 
the crowd’s reaction, was the center of the 
performance. PiL’s three members were 
projected on the screen, both as shadows 
(they were lit from behind for the video 
cameras) and as a video picture. A giant 
image of John Lydon’s face, laughing, 
appeared, larger than the Wizard of Oz. 
He began singing, and then the live image 
was changed to a pre-recorded tape of a 
demented commercial rock video. Furious 
at the ghostlike, ritualistic silhouettes of 

the group behind the screen—instead of, 
as usual, directly in front of them—the 
crowd constantly interrupted the music. 
They barraged the screen with bottles, 
finally tearing it down. The group hadn’t 
intended to cause a riot; in their words, 
they were trying something new. They did 
not want to mechanistically continue the 
learned role of rock entertainers. As PiL’s 
Keith Levene remarked in an interview in 
ZigZag magazine in August 1981, “You’re 
more honest putting on a video or sending 
a video round to do 30 dates, rather than 
sending a band around to do it. . . .  You’re 
standing up there and saying, ‘after you’ve 
bought my album for so many pounds 
and heard how great we are now you can 
stand in front of us and see how great we 
are. . . . ’” PiL has since returned to conven-
tional rock performance formats.7

Relevant to my concerns, in particular 
the introjection of image technologies 
into the apparatus of dance clubs and 
concerts, Gordon continues: Whereas 
in the club scene of the past there have 
been what were called “Fuck Rooms,” 
now the atmosphere in clubs is often 
designed to be more one of sublimation, 
to the point of a sterility that has become 
a new sort of non-sexual eroticism. The 
notion of resistance—the withholding of 
contact between people—is a common 
state in current clubs. Their atmosphere 
designs distance—from the art, the music, 
the other people, and oneself. The use of 
mirrors elaborates the already present 
narcissism, and individuals become spec-
tators of themselves. Video monitors are 
standard design apparatus; the images 
are there to sustain the customers, as 
business dealings become mingled with 
fantasies—sexual, career, or otherwise.8 
Lydon’s provocative taunting of the au-
dience marked this one out. Striking the 
pose of schmaltzy showbiz entertainer, 
he sang snatches of smarmy pop from 
his childhood (including an extended 
riff on Ken Dodd’s execrable 1964 “Hap-
piness”) and, as the crowd became in-
creasingly confrontational, called them 
“flower children.” Later he chastised 
them for being a “passive audience”  
as they rained bottles down on him.

The Jesus and Mary Chain 
North London Polytechnic 
March 15, 1985

Jim Reid, footage from a 1985 television 
report9 on the band: I could not help but 
notice with my delicate ear that the guitar 

is not tuned in a conventional way right 
now. No, no, no, you’re wrong actually.  
My guitar is totally out of tune, because  
my guitar is for kicking. But William’s 
guitar is completely in tune. Not that you 
would notice any difference. . . .  Six months 
ago my dad taught William to tune a gui-
tar, and since then it’s been his new trick—
he tunes his guitar every fucking day. It’s a 
party piece: he goes to people’s house and 
goes, “Watch this!” and tunes his guitar.

Morrissey 
Starplex Amphitheater, Dallas 
June 17, 1991

This concert, part of Morrissey’s first 
full American tour without The Smiths, 
was performed before eleven thou-
sand people. Here, more than in any 
other example, Morrissey played on the 
enforced distance between performer 
and audience—on this tour by throwing 
his gold lamé shirt into the crowd, and 
in this recording, by leaning across the 
security barrier and pulling fans across 
one by one to hug him or dance with 
him, before being hauled off by an ex-
asperated stage crew. After dedicating 
“A very special ‘Thank you’ to the brave 
ones,” dozens of ‘brave’ fans sur-
mounted the barrier and overwhelmed 
the singer, tackling him off stage, and 
the show ended. Well aware of the sign 
value of this gesture, Morrissey released 
the video in 1992 as Live in Dallas.10

Guns N’ Roses
Riverport Performing Arts Center 
Maryland Heights
July 22, 1991

The show had an audience of nine-
teen thousand people and was being 
professionally shot by photographer 
Robert John for a concert film before 
the “discharge” (as Elias Canetti might 
designate the moment of incitement). 
The first section of the bootleg is from 
this professional footage and shows 
the following: After a set of intermi-
nable solos by drummer Matt Sorum 
and guitarist Slash, the band begins a 
raucous song called “Rocket Queen.” 
Seconds into the song, however, Axl 
Rose notices someone in the audience 
taking pictures—the audience had 
been barred from carrying in cameras, 
as the band was reserving its image 
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( 1 )

( 2, 3 )

for the commercial release of concert 
footage. Breaking from his character-
istic voice, Rose shouts “Get that! Take 
that!” With security failing to respond 
quickly enough, he leaps into the crowd, 
getting into a confusing altercation with 
several people and losing a contact lens 
in the process. The singer climbs back 
on stage, shaken, and throws down his 
microphone; the band leaves the stage. 
A second passage follows, footage from 
a hand-held camcorder taken from the 
stage, and presumably also shot by 
John. It shows, in real time, twenty-five 
hundred people steadily tearing the 
amphitheatre and the band’s equipment 
apart. A small crew of police security 
attempt to guard the stage, for some 
time using a firehose to disperse the 
crowd, but flying debris wounds several 
officers, and soon the police leave the 
mob to their own devices. The rioters’ 
efforts resulted in two million dollars in 
damage to the arena; sixty people were 
injured and sixteen arrested. The venue 
later sued Guns N’ Roses for inciting the 
riot, but the band was acquitted.

Ozzfest
Polaris Amphitheater, Columbus
June 17, 1997

The moment of “discharge” here is 
underwhelming; more interesting are 
the fifty minutes spent roaming the am-
phitheatre and parking lot with a Sony 
TCD-D7 portable DAT recorder—better 
technology producing a comparatively 
rich field of chants, boos, and sirens. 
Even better is the grumpy duo that 
records it (one of whom goes by Jerry B 
AKA The Govner), whose self-aware 
commentary threads through the riot’s 
sound world. As tape-traders, for them 
the riot show is by now a familiar trope: 
“I’ve already got one tape of a Sabbath 
riot. . . .” In the midst of the riot, they 
philosophize on the mass media:  
“I need to get a paper tomorrow!” 
Seeing news helicopters hovering over-
head, they muse: “I’m gonna be on The 
Week In Rock!” On law enforcement: 
“Cops got their riot gear on and shit.” 
“Yeah, they’re going in for the dough-
nuts.” Later, dejectedly: “I’m bored.”

Documentation

1. Public Image Ltd., The Ritz, New York, 
May 15, 1981.

2. The Jesus and Mary Chain, North 
London Polytechnic, March 15, 1985.

3. Guns N’ Roses, Riverport Performing 
Arts Center, Maryland Heights, July 22, 
1991.

Notes begin on page 114.
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Notes

Pages 6–11

Notes for When the Levees Break

1.  See Susan Sontag, On Photography 
(New York: Farrar, Straus and Giroux, 
1973), 20.
2. By way of example, both the films 
Deep Impact (1998) and Armageddon 
(1998) depicted the destruction of the 
Twin Towers.
3. Sontag, On Photography, 5.
4. All photographs, as Roland Barthes 
characterizes them, are noemes, which 
bear witness to an event “that-has-
been,” presuming they have not been 
doctored, which is today a legitimate 
concern because of potential digital 
manipulation. See Roland Barthes, 
Camera Lucida: Reflections on Photogra-
phy, trans. Richard Howard (New York: 
Hill and Wang, 1981), 77.
5. Here, I do not mean to discount the 
existing analytical work regarding im-
ages of Katrina, but to advocate, mov-
ing forward, for an examination that 
does not simply confirm the structural 
problems of racism and classism that 
underlie the disaster. For a study of how 
media images of Katrina privilege racist 
and classist stereotypes, see Eric S. 
Jenkins, “Seeing Katrina: Perspectives 
of Judgement in a Cultural  /  Natural Di-
saster,” Visual Communication Quarterly 
14, no. 2 (2007), 90–107, and Shannon 
Kahle, Nan Yu, and Erin Whiteside, 
“Another Disaster: An Examination of 
Portrayals of Race in Hurricane Katrina 
Coverage,” Visual Communication Quar-
terly 14, no. 2 (2007), 75–89.
6. Barthes, Camera Lucida, 28.
7. Ibid.
8. Daniel C. Hallin argues that the role 
of the journalist is not to reveal informa-
tion, but “to serve as an advocate or 
celebrant of consensus values.” See 
Daniel C. Hallin, The Uncensored War: 
The Media and Vietnam (Berkeley: Uni-
versity of California Press, 1986), 117.
9. I will further define what I mean by 
both publicness and neoliberalization 
after discussing the images, but for 
more on publicness within this issue, 
refer to the texts by Sven Lütticken and 
Sean Dockray. For more on neolib-
eralism, see Jeff Derksen’s insightful 
contribution.
10. I take this quotation from an es-
say by Martha Rosler regarding the 

treatment of human subjects within 
the tradition of American documen-
tary photography. See Martha Rosler, 
“In, Around, And Afterthoughts (On 
Documentary Photography),” in Decoys 
and Disruptions: Selected Writings, 1975-
2001 (Cambridge, Mass.: The MIT Press, 
2004), 187.
11. Martha Rosler writes, Let us consider 
the Bowery again, the site of victim pho-
tography in which the victims, insofar as 
they are now victims of the camera—that 
is, of the photographer. . . , ibid., 178.
12. Ibid., 179.
13. And weeks later, Houston’s Reli-
ant Astrodome also housed Katrina’s 
remaining evacuees.
14. For a sense of those abominable 
conditions, see Spike Lee’s documenta-
ry on Hurricane Katrina When the Levees 
Broke, DVD (New York: HBO Documen-
tary Films, 2006).
15. Charlie Hailey describes this initial 
isolation of the stadium: The floodwaters 
transformed the Superdome’s site into an 
island, the arena’s design sealed the inte-
rior conditions from easy visualization. . . . , 
in his book Camps (Cambridge, Mass.: 
The MIT Press, 2009), 363.
16. Jean Baudrillard theorized that 
reality and we, ourselves, were all 
constituents of the spectacle when he 
writes: We are no longer alienated and 
passive spectators but interactive extras 
[figurants interactifs]; we are the meek 
lyophilized members of this huge “reality 
show.” See an online version of Baudril-
lard’s 1996 “Disneyworld Company” at 
http://egs.edu/faculty/jean-baudrillard/
articles/disneyworld-company/.
17. For different takes on the spectacle, 
see the essays by Julian Myers and Eric 
Kluitenberg in this issue.
18. For more on the Estadio Nacional as 
a detention and torture centre in the af-
termath of the coup, see the documen-
tary Estadio Nacional National Stadium, 
DVD, Carmen Luz Parot (New York: Latin 
American Video Archives, 2001).
19. See David Harvey, A Brief History of 
Neoliberalism (Oxford: Oxford Univer-
sity Press, 2005), 7–8. Harvey explains 
how once Pinochet terrorized the 
Chilean people, silenced dissent, and 
dismantled the nationalized pro-
grams and collective forms of labour 
organization implemented by Allende’s 
government, he tasked economists, 
steeped in the neoliberal philosophy of 
Milton Friedman, with restructuring the 
Chilean economy, which bottomed out 
a mere nine years later in the 1982 debt 
crisis of Latin America, testifying to 

neoliberalism’s economic impotence. 
20. Ibid., 2.
21. Ibid.
22. Ibid. 
23. Ibid., 156. 
24. I quote here from D. Mitchell and L. 
A. Staeheli’s “Public Space” discussion 
of Nancy Fraser’s “concept of subaltern 
counterpublic spheres,” which holds 
that [t]here is no bright line between 
public and private. Rather, the bound-
ary between the two is always socially 
constructed under specific conditions, 
and therefore a site of significant struggle. 
In this regard it is useful to understand ac-
tions as relatively public or relatively pri-
vate. . . , 513. International Encyclopedia of 
Human Geography, eds. Nigel Thrift and 
Rob Kitchin, 511–16, Elsevier Science, 
http://www.sciencedirect.com/science/
referenceworks/9780080449104.
25. I am also reminded of the value in 
David Harvey’s project: The more neolib-
eralism is recognized as a failed utopian 
rhetoric masking a successful project for 
the restoration of ruling-class power, the 
more the basis is laid for a resurgence 
of mass movements voicing egalitarian 
political demands and seeking economic 
justice, fair trade, and greater economic 
security. See David Harvey, A Brief His-
tory of Neoliberalism, 203.
26. This quote comes from a theatre 
review in the Times (London) of Samuel 
Beckett’s Waiting for Godot. The Times, 
December 31, 1964. I take this rather 
incomplete reference from James R. 
Knowlson, Damned to Fame: The Life of 
Samuel Beckett (New York: Simon and 
Schuster, 1996), 71. Interestingly, the 
quote is often incorrectly attributed to 
the play itself.
 

Pages 12–19

Notes for How High Is the City, 
How Deep Is Our Love

1. I began writing this reflection on 
Vancouver in Caracas, Venezuela, a 
city seemingly impossible to love yet 
utterly compelling. Seen as one of the 
most dangerous cities in Latin America, 
it is thick with a past of colonial city 
planning, of modernist plans broken 
by both the corruption of dictators and 
the popular will of the people. It is a city 
held in the hands of spectacular nature, 
yet a nature that seems to deliver little 
to the majority of people. But today the 
official Socialist City Plan of Caracas 

has enabled citizens to develop a ro-
bust form of self-management, or auto-
gestion. Urban Subjects, a cultural and 
urban research collective formed by Sa-
bine Bitter, Helmut Weber, and myself, 
visited barrio communities that had 
taken self-governance to a degree that 
would be impossible in North Amer-
ica: community councils in Caracas 
organize solutions to housing, health, 
food / nutrition, transportation, culture, 
sports, and many other aspects of their 
communities through a non-consensus 
form of participatory democracy that is 
aided by all levels of the city and state, 
as well as the military. For an indication 
of this mode of planning, see Farruco 
Sesto’s “Conceptual Notes on a Design 
for Cities of Socialism” (2007), at http://
mrzine.monthlyreview.org/2007/ses-
to241007.html. 
2. Henri Lefebvre, The Urban Revolution, 
trans. Robert Bononno (Minneapolis: 
University of Minnesota Press, 2003), 1.
3. See the UNFPA report “State of the 
World Population 2007: Unleashing the 
Potential of Urban Growth,” at http://
www.unfpa.org/swp/2007/english/intro-
duction.html.
4. Lefebvre, The Urban Revolution, 5.
5. Ibid., 4.
6. Lefebvre, The Urban Revolution, 6–7.
7. See an online version of Trotsky’s 1930 
“The Permanent Revolution” at http://
www.marxists.org/archive/trotsky/1931/
tpr/index.htm. Also, Judith Butler 
situates Foucault in relation to Mao in 
her extensive reading of Foucault in 
“Critique, Dissent, Disciplinarity,” Critical 
Inquiry 35, no. 4 (Summer 2009), 773–95. 
Gerald Raunig provides a rereading of 
both Butler and Foucault in “What Is 
Critique: Suspension and Recomposi-
tion in Textual and Social Machines,” 
trans. Aileen Derieg, at http://eipcp.net/
transversal/0808/raunig/en.
8. Butler, “Critique, Dissent, Disciplinar-
ity,” 787.
9. Ibid., 795.
10. Michel Foucault, “Governmentality,” 
in The Foucault Effect: Studies in Govern-
mentality, eds. Graham Burchell, Colin 
Gordon, and Peter Miller (Chicago: 
University of Chicago Press, 1991), 101.
11. In a video of a panel on “Radi-
cal Urbanism: The Right to the City,” 
held at the City University of New York 
Graduate Centre on December 12, 2008 
(and available at http://youtube.com/
watch?v=DkKXt6lTTD4), Peter Marcuse 
argues that a consensus model of 
urban planning is based on a “win-win” 
situation, that the plan will help every-

one. But the real issue, Marcuse points 
out, is a change in power relations 
and in that there must be a “win-lose” 
change. In order to redistribute power, 
some must lose power in order for oth-
ers to gain it.
12. Luc Boltanski and Eve Chiapello, The 
New Spirit of Capitalism, trans. Gregory 
Elliot (New York: Verso, 2005), 170.
13. Ibid.
14. I am using the word enstrangement 
here rather than the more common 
estrangement due to the specific avant-
gardist history of the word. My usage 
stems from the translation of Russian 
Formalist Viktor Shklovsky’s use of 
the Russian neologism ostraniene in 
his classic Theory of Prose.  An earlier 
translation was estrangement (see Rus-
sian Formalism: Four Essays, eds. Lee 
T. Lemon and Marion J. Reis [Lincoln: 
University of Nebraska Press, 1965]), 
but a new translation from Benjamin 
Sher argues in detail for the specificity 
of enstrangement (see Benjamin Sher, 
“Translator’s Introduction: Shklovsky 
and the Revolution,” in Viktor Shk-
lovsky, Theory of Prose [London: Dalkey 
Archive Press, 1991], xix).
15. Nigel Thrift, “Intensities of Feeling: 
Towards a Spatial Politics of Affect,” 
Geografiska Annaler 86 B (2004), 58.
16. Nor can we privilege the city as the 
scale that is more intensely affective 
than any other scale—certainly during 
the Olympic Games in Vancouver we 
saw a shift in the scale of affect from 
the city (always positioned centrally as 
a place of pride) to the nation (chan-
nelled through the nationalism of sport 
and particularly hockey as “Canada’s 
game”). But this affective scale shift 
simply produced a nonreflexive form 
of nationalism that was resistant to any 
challenge or questioning.
17. Sara Ahmed, “Affective Economies,” 
Social Text 22, no. 2 (2004), 118.
18. Ibid.
19. Sara Ahmed, The Cultural Politics of 
Emotions (Edinburgh: Edinburgh Univer-
sity Press, 2004), 8–9.
20. Ibid., 9.
21. Ibid., 10.
22. Margit Mayer, “Contesting the 
Neoliberalization of Urban Governance” 
in Contesting Neoliberalism: Urban Fron-
tiers, eds. Helga Leitner, Jamie Peck, 
and Eric Sheppard  (New York: The 
Guilford Press, 2007), 91.
23. Richard Florida, The Rise of the 
Creative Class (New York: Basic Books, 
2004), xiii.
24. Ibid., xv.

25. Raymond Williams, The Long Revolu-
tion (New York: Harper Torchbooks, 
1961), 37.
26. Ibid.
27. Jacques Rancière, The Politics of 
Aesthetics, trans. Gabriel Rockhill (Lon-
don: Continuum, 2004), 29.
28. Manfredo Tafuri, Architecture and 
Utopia: Design and Capitalist Develop-
ment, trans. Barbara Luigia La Penta 
(Cambridge, Mass.: The MIT Press, 
1976), 57.
29. Florida, The Rise of the Creative Class, 
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Notes for Eclipse of the Spectacle:  
Art and the Network of Networks
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work needs a papier-mâché part or, for 
example, in the case with a work I finished 
last week [Ramble-room Chair (2010)], 
sometimes I just need a newspaper. In this 
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Jeff Khonsary, February 5, 2010.
11. See Rolf Engelsing as cited in Martyn 
Lyons, “The History of Reading from 
Gutenberg to Gates,” The European 
Legacy: Toward New Paradigms 4, no. 5 
(1999), 50–57.
12. The word “coranto” derives from 
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