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Abstract

MetaFormances is a correspondence-based project that took place between 2005 and 2007.
Miming the protocol of business form letters, the letters request their recipient to perform
absurd, erotic, and illicit behavior in order to transform the letter into something else. As | see
it, the recipients’ correspondence signals their readiness to play, to accept their role in the
transubstantiation of the letter, to believe in the metaphysical force of the delicate printed word,
to extend a joke.

Each letter was mailed via overnight express courier along with a disposable 35 mm. camera
and self-addressed, self-stamped envelope. The project engaged a motley crew of 32
characters ~ a mailman, a confettiologist, a Dutch man, a computation origami expert (and his
dad), a porn artist, a pinata factory, a psychoanalyst, etc. As stand-ins for my own body, the
letters enable an exploration of the forbidden, the otherwise inaccessible, the abject. Through
this process of substitution, the the letters (symbolically) venture towards carnality, enacting
rites of death, wish-fulfilment, and regeneration. The letters thus provide a way establishing
communion, limitlessness, and transcendence. As its title suggests, MetaFormances is a project
that investigates the in-between, restructuring authorship as vector; content as traversion; form
as process.

This thesis explores various topics related to the notion of an epistolary game. For instance,

in my examination of the suppression of the body within writing, | draw example from Julia
Kristeva’s notion of “obscene language”, Jacques Derrida’s “ecriture batarde”, and Doris
Sommer’s “bilingual aesthetics.” In investigating both the historicity and affective aspects of a
scriptural economy, | consider literary critics (Barthes, Derrida) and cultural historian Francis
Barker. | draw from film theorist Giuliana Bruno and the psychoanalytic perspectives (Freud,
Lacan, Kristeva, Zizek) to consider object-relations such as the substitute, the fetish, the
specter, the transubstanciate. | conclude by comparing the eschatological figures of (in)finitude
in the writing of Kristeva, Bataille, Foucault, and Derrida.

Thesis Supervisor: Ute Meta Bauer
Title: Associate Professor of Visual Arts & Director of the Visual Arts Program
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Introduction

MetaFormances is a correspondence-based project that took place between 2005 and 2007.
Miming the protocol of business form letters, the letters request their recipient to perform
absurd, erotic, and illicit behavior in order to transform the letter into something else. As | see
it, the recipients’ correspondence signals their readiness to play, to accept their role in the
transubstantiation of the letter, to believe in the metaphysical force of the delicate printed word,
their complicity in extending a joke.

Each letter was mailed via overnight express courier along with a disposable 35 mm. camera
and self-addressed, self-stamped envelope. The project engaged a motley crew of 32
characters — a mailman, a confettiologist, a Dutch man, a computation origami expert (and his
dad), a porn artist, a pinata factory, a psychoanalyst, etc. | knew about half of the recipients; the
others | found after extensive searches for recipients who | thought would “play along.”

It was impossible to get responses from all the recipients. | got a lot of rejections. Most of those
who responded did so after | pestered them with polite reminder emails and phone calls that
followed proper business protocol. | used my best phone voice and invoked my most illustrious
epistolary skills as | could possibly muster, deployed my ten years’ training as an administrator
and grant-writer. A few of the recipients responded of their own accord. It seemed to me that
they did so because they felt that | had somehow incised their day-to-day life. Some explicitly
told me this is how they felt. Several of the letters | wrote returned to me without warning, a
year or two after | had mailed them off.

The process of letter-writing unfolded organically according to some logic that | processually
discovered. During this working process, | needed to have some way of understanding the

rules of the epistolary exchange, so | wrote them down exactly as they presented themselves

to me. Most of the time, the logic governing the letters (the choice of the recipient, the request

| suggested, the approach, etc.) made themselves clear to me through revelatory moments in
which | imagined myself to be an ecstatic sociopath or thoroughly repressed Victorian pervert.
It's the recognition of this double consciousness that | believe is contained here in this essay.
Fundamentally, this essay explains why | wrote the letters. | don’t consider myself a religious
person but somehow these letters invoke a sense of religiosity. To me, the letters are
meditations on life, death, and alterity; the letters utilize myth and symbolism to suggest
transcendence, abjection, violence, communion, reincarnation, faith, etc.

MetaFormances cuiminated in the form of an instailation and a book (this essay). Along the way
towards its closure, MetaFormances was exhibited or performed in various gallery spaces from
2006-7 that helped me develop the project. These venues include Showa Kinen Park (Tokyo,
Japan), The Lab (San Francisco), Moles Not Molar Series at The Rotunda (Philadelphia), Space
Other (Boston), the Massachussets Institute of Technology (Cambridge, US), Second Gallery
(Boston), and more. Many thanks to those who supported my endeavors.



Notes on Methodology

Polyphony as Method

We are all the time selecting to communicate in different interrelated socio-linguisitc registers.
Complimentary, different, they convey similar messages in different tones. Imbricated, they
resound.

Embracing plurivocality, | therefore split this text into three voices. My intention is for this chorus
to rejoin and echo one another; through this play | hope to show their respective virtues and
limits.

Embodied Voice

The first voice narrates the series of correspondences exchanged with others over the period of
a year and a half. Crude and naive, at times reflective, this spoken register ventriloquates the
colloquial discourse of personages that | mime:

—the wistful voice of a ten-year old naif

—a “dude” voice assumed with close friends who know that its deployment mocks its patriarchal
presuppositions

—the voice of an obsessive. Its propositional inflections is intended to build the reader’s
perception of a hyperbolic and hysterical narrator. Purposefully maniacal, this is the voice of the
humunculus—that exteriorated devil that drives its narrator towards mischief.

Stylistically, this voice finds inspiration, sanction, and aegis from writers such as Henry Miller,
whose protagonists’ excess articulates trails of thought you refuse to otherwise recognize;
Kafka, whose allegories geometricize from the most banal details; Dostoevsky, whose frightfully
bumbling protagonists only affirm; Jerzy Kaczynski, whose gruesome tales shock, and Michelle
Tea, whose protagonists are both pitiful and strong. What these writers share is their willingness
to accept human falibility—moments of pathetic grovelling, fear of death, perversion, abjection,
and their converse: the desire redemption, the capacity for inspiration, for limitiessness—and
their appreciation of what literary critic Michael Bakhtin referred to as ‘grotesque realism’.
Describing the fundamental tenets of ‘grotesque realism’, Bakhtin writes, “Exaggeration,
hyperbolism, excessiveness are generally considered fundamental attributes of the grotesque
style.” Its narrator storytells like a carney barker. Excessive, they are excused only through
maintaining their story and continuing their spell. Bakthin writes, “The barker of a show would
not be accused of heresy, no matter what he might say, provided he maintained his clownery.
Rabelais maintained it.”™

Voice of the Proper

Present in the form of business letters, the second voice parodies the restraints of workplace
etiquette. This voice is aimost-violent, almost-psychotic, almost-mystical, almost-maniacal.
thoroughly repressed.

Exegetical Voice

The third voice interprets and locates this text within other discourses. [t contests universalized
notions of desire, language, and play. Destabilizing and decentering, this voice instaurates
MetaFormances within an array of other discourses.



Writing For The/lts Self

Language, like currency, forms a means of exchange
between others — it draws close and repels, gathers

and obscures meaning, transposes. Inexact exchanges
foreground its gaps and rules. In this way, intentionally
pushing language past inexactitude and towards sonority
reveals the tenuous nature of signification. Simply put,
only by pushing language towards error does one finds
its rules. About this non-purposive writing that rejects
and willfully flounders communicative norms — how might
we think about the significance of its transgression? How
might this breach expose the historicity of speech and
writing, the contingency of its mediation? By recognizing
the way language cleaves and codes, how do we then find
the way to work its rules anew, cast or refigure its players,
and rewrite its score?

Permit an extended example. A cover letter is a
professional letter that accompanies a proposal. As the
document that goes on top of the grant, the application,
the proposal, cover letters form the ‘face’ of the project.
Following a highly specialized formalized protocol, the
faciality of cover letters readies the addressee’s attention
towards the documents beneath. The cover letter

elicits the interest of its reader by describing the arc that
connects writer with reader. As the career coach on
JobStar.com writes, “It is regarded as a sign of laziness to
send out a cover letter that is not tailored to the specific
company...it gives you another chance to emphasize what
you have to contribute to the company or organization.”
Other career advisors suggest platitudes such as, “Use
the first line to grab the reader’s attention” and warn to
“Never, ever use threatening or suggestive language;
never make the reader feel uncomfortable.” Betwixt and
between official written discourse and private epistolary
communication, the successful cover letter entices while
following professional protocol.

When this protocol is violated—baring the sender’s
aspirations, fears, desires --the sender obviates the
possibility of a polite and swift rejection. The cover letter
that reveals too much becomes coarse, manipulative,
perverse, vulgar, embodying the characteristics Mark C.
Taylor describes as attributes of the ‘bastard’. “Bastards
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appear and (disappear) to enact impropriety. Accordingly,
the bastard might be named ‘impropriety itself’ —might,
that is, if he/shelit could be named, or if impropriety could
be itself. Bastards, however, cannot be hamed properly
and the one thing impropriety cannot be is one thing.”
Derrida locates ‘the bastard’ as a condition of illegitimacy
that emerges from within writing. “... .écriture batarde (or
simply batarde) is a kind of writing that tends to be aimless
scribbling, and thus is not regarded as legitimate.” In other
words, écriture batarde is that which does not function as
communication but as expression in itself.

Similar to Derrida’s notion of the écriture batarde, Julia
Kristeva’s theories on abject language, which she refers
to as “the obscene,” shares a structure that codes social
values in terms of binaries—order/disorder, Law/illicit,
pure/impure, subject/object, proper/obscene, etc. The
mention of one opposition indirectly conjures its converse:
‘legitimate’ or ‘proper’ language signifies by knowing what
not to reference. For Kristeva, the “obscene” refers to the
body and desire suppressed within writing.

Far from referring, as do all signs, to an object exterior

to discourse and identifiable as such by consciousness,
the obscene word is the minimal mark of a situation

of desire where the identity of the signifying subject, if

not destroyed, is exceeded by a conflict of instinctual
drives linking one subject to another. There is nothing
better than an obscene word for perceiving the limits of a
phenomenological linguistics faced with the heterogeneous
and complete architectonics of significance. The obscene
word, lacking an objective referent, is also the contrary

of an autonymy—which involves the function of a word

or utterance as sign; the obscene word mobilizes the
signifying resources of the subject, permitting it to cross
through the membrance of meaning where consciousness
holds it, connecting it to gesturality, kinaesthesia, the
drives’ body, the movement of rejection and appropriation
of the other.s

In other words, when the obscene word crosses the
threshold of the proper, it evokes desire and disgust. As
Roland Barthes suggests, impassioned reading and writing
cannot take place without desire: “every reading is steeped
in Desire.(or Disgust).™

We might locate the elision of the body within writing

as a very specific characteristic of a society founded

on a scriptural economy, or what Derrida refers to as a
‘graphosphere.” Influenced by the work of Michel Foucault,



Francis Barker links the corporal proscription in writing to
the formation of modern institutions (e.g., prisons, juridial
systems, apparati of censorship, etc.). Establishing the
context for understanding the radical reformation of the
body politic in 17" century Europe, Barker writes:

The political upheaval of the mid-century established, as
all revolutions must if they are thoroughgoing, a new set
of connections between subject and discourse, subject
and polity, and in doing so altered fundamentally the terms
between which these mutually constitutive relations held.
In the space of a relatively few years a new set of relations
between state and citizen, body and soul, language and
meaning, was fashioned. The older sovereignty of the
Elizabethan period was disassembled, and in its place
was established a conjunction of novel social spaces

and activities, bound together by transformed lines of
ideological and physical force among which new images
of the body and its passions were a crucial, if increasingly
occluded, element.

By suggesting that the “occlusion” of the “body and its
passions” from official written discourse is historically
determined, Barker aligns corporal alienation as a pre-
condition of the modern bourgeois subject. Like Kristeva,
Barker suggests that the suppression of the body
paradoxically incites its invocation. Never fully absent,
Barker locates the body’s spectral presence within or
around writing.

Constituted in writing, the discursive medium which
governs the epoch and separates itself silently but
efficiently from the spectacle, covering its own traces, the
bourgeois subject substitutes for its corporeal body the
rarefied body of the text. The carnality of the body has
been dissolved and dissipated until it can be reconstituted
in writing at a distance from itself. . . As the privatized
subject writes, its text is constrained to say more than

it knows itself to say, an excess of signification beyond
the self's lived disposition which is incited, paradoxically,
by the censorship which is the governing principle of

its discourse. The split subject is designed at an abject
inner distance from itself and from the ambivalent,
supplementary body which has been exiled, in one of

its aspects, from the interior consistency of the subject’s
discourse to a ghostly, insubstantial place at the margins,
and in its other phase, to a location outside discourse as
one amongst its objects in the world.k

The “surplus of signification”—the “carnality of the
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body"—is either relegated to a space outside official
written discourse (such as the private diary, a space of
confession), or sublimated within the margins of writing.

Thus, under the sovereignty of the modern graphosphere,
expediency is predicated on a self-removal: in budgets,
form letters, grants, and databases, the individual voice
or corporal presence is inimical to an objective order. |
am interested in the moment when the ‘grain of the voice™
bleeds through and exceeds the normative strictures

of a bourgeois protocol. Rebellious and haunting, this
(abject, obscene, bastardly) excess reminds us of our
own pretensions in assuming that the letter was ever
something other than a transmission from one human to
another. What is this ‘insubstantial place at the margins’
of the graphosphere—the place where the corporal elision
is incomplete, where the body or voice begins to emerge-
-perhaps inappropriately-- rendering all at once, in a

way that may not have been previously perceptible, the
massive corporal suppression involved in the scriptural
production of a bureaucratic hegemony?
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he/‘al’)'hy’ or PeanPJ‘ becattSe
of J-t’ tAIS bureguerol’c popa’”
puShing drives ma to total
madhed S, TAe Pfo.cfi.ce L,J'M{J‘
me Lo the cvmpufef’ t“P"r“P"
faflplhhj oL oy For hours on end
- ah ey/'eyl.oui c{J‘J‘uJ‘a mc f‘e
body and its 71?1’ of mot')'li'f),'
The wff.tl-hy becomeS Stafe,

Sers pled. TAIS enntt! I nduces



a kind of SadneSS and Fur,,
It 1nStigates an J'mPuIJ‘e akIn
to that which cornpelf burequ-
cral$ to Steal paper clrpS or
PAofowa their naked butts
ofter work when no one'S

a” oUnd,

How can I Save /ahyuaya From
this J.hfffumehta/l.zafl.om?

How can _L /‘ecufaefafe /ahyuaye
ad t‘at J‘fm)plei'f ahd moSt
Fentous of 7e$l’ureJ‘ which
L"J.hyf blood to the cAeekf,
pumps ad enal! ne f‘fouyA the
muJ‘claJ‘, c{fl.aJ‘ f‘e mouf‘ ahd
makeS 1t Fall ayapa?

I want

the dl.J‘COVéfy of o P‘faJ‘e de-
J‘C"’.b’.hy w‘at ),ou f‘ouy‘f wad
Inef Fable

the J‘ufpfffe of o well-d<awn
mafo.PAo/'

the exaltation or embar ass-
menl af f‘e /‘ecepfl.m\ of o
letter addredSed to yoU, and
only you, - o

f‘e Feverish ponic Ihelbced Ly
ah ;mPrgPer address,

I want to Feel the w'yk of
o J'l.mPle apofffo'aAa 07 con-
juhchbh, whoSe Ip/‘aJ‘ehca or

abSence can defermine o muc[,

I want to See and Feel the
wo.y f‘at lahyuaye fetufhf
Mahylécf ahd *rtfahye’ fahylec{

UP Ih Iheldence,
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[ElEIRIO)

My ffl.ehdi‘ffz with - Started f‘fouy‘ emad] exc‘ah?a 'n which We'd make up
yamef f‘fouyA lahyuaye, In eac‘ amal.l’ the rujes of the qome wel e o./wa),f shife-
I.hy’ which f‘aiu}./‘ac{ us to J‘fuc{y what wad 7:7/)\7 oh ahd define 1S Pafo.mafari
ahets. AS féi‘hyf cehﬁnuc)qfQ the yamaf fhereaSed n complayl'fy ahd d&?"&?;O‘DQCf ah

Inferior iofc of Fhelr own,

Over o Few mm\f‘f, ous corre¥ pondence Increased In Ffmzua»cy, and 1 Found my”
Salf f’acihy Kome From work to check my ematl, When I Sent an amal-l’ 1'd break
Into a cold Sweal ; Somet 1 meS cAeclél.hy my 'out'yo/h?' emat| Folder to c{oul,l), enfure
Fhat the ma-fi’age Aad left my com/)ufef, and Fenl to the f‘iiy‘f Fe/‘fvh, I wotdd
alSo cilvfcsi’ef myfeif f)fafwri'h? the ‘refresh Lutlon on my emat} Pr‘gyram For anfire
wmintfes of o f)'ma} wal'fihy fo See iF ] mﬁ‘yAf calch MS ama] of 115 alactionie LiES

fransfarrad To y com,oufaf‘,

I wrote him the ‘FOHOWJ.hy letter, .
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marisa jahn
mail I
]

tel 011.415.254.9151
fax ~ 011.800.867.2839
e hello@marisajahn.com

-

March 10, 2006

Dear I
I’'m writing to ask for your complicity.

Perhaps you didn’t know, but it's enjoyable to watch you shave your beard. When | watch you
tend to your body’s exigencies, | encounter a pleasurable contradiction: on the one hand | recall
my failure at times to locate the boundaries between you and me. On the other hand | am
reminded of your complete bodily othemess. To watch you shave your beard—this masculine
attribute—invokes the sensation of otherness; from this distance | then objectify you.

And I've noticed that you often end up with quite a few nicks. You then use bits of tissue paper to
stop up the blood. I'm interested in thinking about artwork as something that touches the body
and serves an alimentary function.

So here’s what | ask of you: next time you cut yourself shaving, use a snippet of this letter in
place of the tissue. As our relationship began first as epistolary correspondence, it's quite fitting
that you would trust my words to dress your wounds.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,
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X told me this wad the nicest letter ahyOha Aacl avar wiitten ){JA»«, After recalV-

J.hg AJ.J' faJ'Fuh-fe, A wahled fo Sae L.,A:.[ }:afl';mhifd F I exlended f}:e -ffo'pa mr f‘r.v

game outwards towards ofhers, |



leftter fto:
Peter Magic
O'Malley

1L 1A
Al 2 N
__#._.__r_____—.——-” -

AAA BIRTHDAY MAGICIANS
SERVICE
Children & Aduilts-Magicians And Clowns ‘

11 Richmere Rd Mat e 1 V)
TELY AMAZING MAGI

LLIANCE IMAGING

Alliance MRI Cypress St. Greater Boston,
MRILP

14 County Rd Eve
All Access Events Inc 235 Cypress Bro 617 734
" Call -~ remmererDedham TelNo-781-320-0100 A
All Access Events Inc TR it Wni?nom 617 522
Franklin TelNo-617-547-7777 | °°7 Centre SR
¢ ALL-STAR CLOWNS Cheisea 617 889-9600 | ON IMAGING ASSOCIATES

o Awesome RO N idge TelNo-617-547:3777 | 817 T8
Bloseor P NOTOL-E4ETIZS | ON OPEN MRI
277 ean MA ... Braintree Tel ; f R B e 617 782-

In Saarch of the Pef‘)fecf maffc_,'ah’ I Scoured the United ptates [ Started ith
' C .

the 'HouSe of Mﬁflc.lf. Los Ahjo.‘of. No Juck there, 1 triad other ,.,aj,'c club$

but mel Some J'/taPh ct¥m and reS) Stance,

Lt tucned out it waS kind of hard Fihd:'hj a Mafl'.cl.oh -TyMPaHeh'c to my request, 21
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) Troubadour on Skates - Mozilla Firefox
File Edt View History Bookmarks Toolks Help

e

E- - @J ﬁ: [ 1 hetpsjwwoms petermagicomaley .comjtroubadour?. hkm [=| b] G| %
R 4301 [ Guardian ux Bl wFMu [ post to del.icio.us [l webcast.berkeley || postto del.icio.us [ ] PrateCatRadio »
~

o Malley

Troubadour on Skates

Dressed in festive attire to fit the event
of function Peter O'Malley roves
through the crowd with the greatest of
ease. Providing Close up magic,
comedic venues, minstrel music (guitar
and song) and fun for all attendees.

His performance 1s very often done on
roller-skates which adds an additional
element of of surpnise and
astomshment. Never a dull moment
when he rolls around engaging people
and groups in fun and laughter
wherever he hangs his magic hat.

Edit View Go Bookmarks Tools Help

é L> @ @ @ L1 http:/fwww.petermagicomalley.com/index. htm E [+ FR¢

®'Maliey

Award Winning Boston Magician, Musical Entertainer, and
Boston Varietv Entertainer

i Marrying an Engaging Personality
and keen sense of wit with and
uncanny repertoire of magic

1 tricks, comedy and song, this

J Boston Magician, Peter O'Malley
is acclaimed as "a brand new
species of one-man show” and is
among New England's most

arracchil antertamarc

AFtar an entire month of Cvllc!"cuﬁ’hjl Mo.?!rcl'ahf, L localed one nd!vi dual whom

i Found to be tha mo ST clnrimmric, ‘uMor’ouJ, ahd COMFQ-“J‘J.OhQrE -~ Paler 'Mngl‘c'

Q'M::.Hey_ I wad Sure he would underStand what I was r”leh? to achiave, .



marisa jahn

mail I
]

tel 011.415.254.9151
fax  011.800.867.2839
e hello@marisajahn.com

to:

Peter Magic O’'Malley
c/o Old Country Buffet
Arsenal Mall

500 Arsenal St.
Watertown, MA 02472
617 822-2292

April 11, 2006

Dear Peter:
I'm writing to ask for your complicity.

From your website and the enthusiasm of your voice over the phone, | understand that you are
someone who enjoys magic because it brings others so much joy. | am an artist whose work
involves transforming letters and correspondence (such as this) into something more. 1 like
thinking about artwork as a kind of magic: through the mastery of our medium, we use the
simplest of tricks to turn the ordinary into something extraordinary.

With a nod to your skills and command of your materials, | am hoping that you'll assist in
transforming this very letter using your magic. So here’s what | ask of you: could you please
incorporate this letter into your magic shows? I'm exhilarated at the idea that you could
manipulate this piece of paper and make it appear and disappear in front of an audience—I can
imagine the enchantment in their eyes. Your assistance would help fulfill my wish to have my
words invoke wonder in others.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,

Marisa
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Cold widrwy  Country
Country R )

Buffet+ =B E£7_.  *Buffet-

celehrate Eas
With 1S on sunday. april 16th!
HARPv EARTERL

After Pi“)’}‘hf P“o"' t'o.f a Fow timed with Pat’ef, we fllhaHy nrfﬂhfﬁcf to meel
the J‘ub-fazmhf le'.fc[a), of the Couhffy Towh Buffaf’ a raStaurant focafed 'n the
wall of Wal @ Touwn, MaS Sachusetts, On T){w'-fday-f" Petar Perfofm-i‘ MQ?J.C tricks

Mrou?lour the ehm},i te ep'm'hg Famt l1aS, MoSt ly, t heSe tricksS ara to entartaln
kids, but aVaryone Iaug‘-".




l\/‘ah I nf'f'J.Vﬂcl’ I fa.l/a Pelar my forraf’ w/‘l.c/{ he than uSad In Ais majﬂ.c t'flick-f,
The beSt one waS o trick referred to 1n the J.hdu-fffy af "forn and reftored, In
this fr‘J'c/t, the Mayl.cl.ah tears up the [aft'nf, PUJ"eJ' it inte A cloSad FJ'J'I’, does
a twirl with each hand, then pulls the Fully intact Cor 'raStored') latter out of
s )CJ.J'T_ Peler Paf‘lrofm-r LA trick w0hc[ef‘fuﬁy’ ahd it fea.Hy J'fl.a'm'ped a fof of
the adultS, including mySalf. I was pleased that my [atter and his Sl ght of

Aand could foiﬂfznf aenlertarn So mahy k1 dS and adults,

I was feaHy i.m'pf'e-f-?ad with the SuStained attention Peter devoted to A1 alid! -
ence, [t Saemad iuff'e Vident that Ae well underStood the l.m'pol‘fahce ahd 'plaa‘
Sura of wonder. Paler had an amazing Sense of rpafl'ehce ohd em‘paf‘y 'nArs VoJ'cn’
and I ehjoyad the Pfrldo he took 1n ‘Dh«"hj his eraft,

T‘fouj,buf my Fuo Aours' -f'fuy of the C'ouhrfy Towh Bu#er, the eMFfoyee-f! mahag~
orS, andl ofhar diner faf me to Videotape tham indida the restaurant - they ol
wahl ed my art Pfojecf to come out well. The manager croSSed ArS ?‘?J.nyar‘J' For me
with loPeJ‘ that 1'd get good foofnge and that 1'd gef an 4 for it of School. Patar

aVen Lou?léf me o buffel dinner 1n balween mag!c tricks,
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lefttter to:

1 uSed to know FA'S woman who was f&aHy obTeSSad with POh, ,f,n's[,.r’ ahd
f?Ie—P/oyJ'hg. One Pf‘ojecf of la.ff :‘hvu!v“{'.i‘/(ooﬁh? .pla-"h.c a,,ebo.lH-T From her va-
g’hu. Jo I f‘ougf{f f"-" Ioc{y mer/{f nPPfecJafe my fezua-ff te en)t St Xaf

exhi Lt ont SE ‘or’oc.’}‘w'h'ef, The letter I matled her was accvm,oah!.&e] by a cr!'J'Po-f*
able camera $o The could documnhfmy rmlue.rr}- I alSo tncluded o Telf-addresTad

Ff9“5fampéd refury ahVange,fAII Formal wad Fepeafad 'n the other [attaers 7

Sanll, . .
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marisa jahn

mail

tel 011.415.254.9151
fax ~ 011.800.867.2839
e hello@marisajahn.com

to:

March 10, 2006

Dear N
I'm writing to ask for your complicity.

Although it's been a long time (8 years) since we've corresponded, | haven't forgotten one of your
projects at N i» which you inserted objects into your vagina and expunged them on
webcam. I'm looking at your website and see that your work continues to explore the process by
which objects acquire an erotic and affective dimension - | too share this interest. But while my
work (such as this letter) often situates language and text as the object of fetish, your work
explores these ideas through what you describe as the ‘visceral’. The other day, it became
apparent to me the way that words and body could become conjoined.

So here’s what | ask of you: Take this letter and insert it into your vagina; expunge it.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,

(Z//
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File Edit View Go Message

Tools Help
& . & j@@EXE ‘
GetMail  Write AddressBook | Reply Reply Al Delete  Junk
£ Subject: Re:yo yo - you around?

From: [

Date: 4/5/2006 5:53 PM

To: Marisa Jahn

hey marisa,

i just got your package in the mail last week and i didn't
open it because i want to give it the proper attention it
deserves.

80, this weekend is totally up in the air -
50 i'm not

really making any plans to do anything.

as you can imagine, i have to raincheck our coffee date -
but i would definitely like to see you after the baby
comes and i feel like a normal person again.

we should talk after things settle down a little...

i'm looking forward to opening that box.

bt kil s wikl B reS ponse, I Sent - a Follow up letter, phe re-
S ponded J‘Aorﬁy theraoftar, put JUII'S amail told me L Shouldn't e gy P
ther, I didn't want my lettar to 5:1’ 'n the way of that baby . . .



lefttter (o:

Somewhere 'n the world, I knew I'd Find an art Aandler whe would lend me therr
s

f(ﬂfp. i afked my EoSt Coalt ort ){nhc{/ef Pm‘-r if f‘ey wottd Aaf’p me ouf’ put f‘ey

ware aither too LUJ'Y or f‘ey A1 dn't want Fo iaf busted for Pefirofml"hj my J'J.Hy

f‘atluafr-f,

1 then located _, who 15 one of the moSt J'Uf‘pfl.-r!.hj peopla I have ever
mel I h my I:.Fa, He f'a:.,’,'y makad th h?f Ag,p'peh, He too ‘nd Some f‘o-"efl’aﬂon-"’

which we tzw.ckfy 70" o 0Uhd,
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marisa jahn

mail

tel 011.415.254.9151
fax 011.800.867.2839
e hello@marisajahn.com

to:

April 11, 2006

Dear iR
I'm writing to ask for your complicity.

As a professional art handler, your work involves the careful handling of culturally coveted
objects. | can't help thinking that on a day-to-day level you must have a very tactile and sensual
experience of these icons which are known to most only as image. This sensorial memory of the
artwork lends you a special power over the art object: the owners themselves do not touch the
artwork in their collection; they are, like me, viewers. You alone, as the artwork’s handler,
possess this access—the power to touch.

| would like to partake in your intimacy with the art object, and | hope you will indulge a specific
request. So here’s what | ask of you: the next time at work, when you are asked to ship a work of
art, slip this letter in with the rest of the packing material. Please be sure that this letter directly
touches the artwork, to both caress and cradle.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,

4 /

Marisa



File Edit View Insert Format Options Tools Help

@B\f@@l@? i

Contacts Attach  Security Save

From:
Cmmm—mE

gbkd:]Re:Ener
|BodyText @ ’Variable Width ll' A A | B I QJ

bi [

thanks for your notes. i have been mulling over this dilemma ok let's think about this. certainly we
can blacken out our names (with archival ink!). or perhaps a small piece of the letter (not the entire
thing) gets to touch the artwork. or i can get someone to declare the letter a work of art, and have
it shipped with other drawings and art-letters so that it touches its paper-kin _hmm _mavbe funner
to sneak the letter in somewhere _ what to do?  |m

1%

(|

i
4

— Y

AT ep———

I vote:

hi marisa

one concern i1 have is that if the letter directly touches the art work
that would not be our normal procedure. Most often, actually always
the pieces are wrapped and actually have space between the art and the
wrapping. examples are paintings in a travel frame, object in crates,
held in place by braces but archival materials. the pigment and fibers
of the letter would not be appreciated by a conservator or registrar
upon receiving the artwork. I'm also worried about our names on the
piece, 1 would have to pick very carefully the recipient. Which i can
do, but wanted to express my COncerns.

—
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The next moth, I recaived the fo//ow'.hylpévfﬂ Ly mat | From - r‘“)‘ c{oc'!-lmaht
the letter oS he w"o:F*f it alvhyf’dﬁ a 'Dalhrlhy Ly _9 crates Jr) ahel
J“;'PJ‘ SE of F Fo SIS hew owher. . .
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lefiter tos
the Demaines

When L First heard newS that I was accePfa‘,-[ Into the ViSual 4cts Program ol
MIT, L waf elafed, I would be Surcounded by a whole new crop of ihfefaﬁ:'hy

people.

That Fame wee/f, the TuaJ‘c{ay Pelence J‘acf)'Oh ('m), Favorite J'acfl'oh) of the 'The
Neaw York TimeS' Fegtured the work of Erik DGMM')\Q’ the comPufo.f’J'oh o/‘i'yamlb ey~
Peff w‘o, al the age of ZZ, wad MIT'S youhyeff FPentred P/‘ofaJ'J'of, [ohcuf/‘ehfl),’
my beSt Friend had Seen o TV J'pec"al abott Aow N 49 A was amployl'hy ofl'yam"
exparts to c‘ﬂjll?h the Fvlcfl‘hy w/nyi‘ of SatelliteS, For me and my friond, £rik
Demal ne e/_ﬂfomlgeci MIT,
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“Qi? gallery  Brian Chan
Connie Yeh (Treasurer)

) @ l_ll ntt_n:_,",".‘.eb.mut.edu,ﬁorsgamnty‘w\.‘-.:»-..’members.shtm\ E] @ Go @

OrigaMIT Members

Faculty Advisor:
Erik Demaine

Club Officers:
Andrea Hawkslev (President)

Jim Sukha (Webmaster)
Weslev Andres Watters Farfan (Phantom Spiritual Presence)

Next Meeting:

Date: 8 Mar 06
Room: 5-231
Time: 7-9 PM

Members:

OrigaMIT has more members than it knows what to do
with, but a few members with notable origami galleries are
listed below

Gilad Aharoni

i
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news office

and bending that have practical applications in fields as diverse as

news office info

At age 17, he unfolded the secret behind a complicated geometry
MIT background

. : :
I I I | computer science and mathematics.

about us manufacturing (sheet metal fabrication) and biology (protein-folding).

problem. Demaine and his collaborators proved mathematically that it is

contact | possible to create any conceivable straight-sided shape by folding a

| piece of paper and making a single scissor cut This launched the field of
computational origami, an interdisciplinary endeavor on the boundary of

| For his doctoral thesis, Demaine solved the “carpenter's rule problem,” a
| mathematical dilemma first posed around 25 years before If you take a
set of rigid bars connected by hinges lying fat on a table, is it always

news 4 " : "

new Professor wins "genius" grant

research Denise Brehm, News Office

campus October 6, 2003

by topic

avents A 22-year-old MIT professor whose work fuses art, science, work and play |
hiv is the recipient of a $500,000 MacArthur Fellowship. commonly known as

AlChives the “genius™ grant

services Assistant Professor Erik Demaine of electrical engineering and computer

requestimages science—-who last month was called one of the most brilliant scientists in

subscribe America by Popular Science magazine—is one of the youngest people

SObEHGWE e::: selected for the fellowship and the youngest of the 24 named this

promote news 4

media inquiries Demaine is interested in abstract geometry problems related to folding

| Denise Brehm fv%

E—

advanced search

{111}

Erik Demaine solved the
"carpenter's rule problem.”

TOOLS

& Print version
2 E-mail article
—+ RSS feeds

CONTACT

B fnd: [0 © Find Next © Find Previous [=] Highlight [] Match case

Done

Whan 1 first ?of fo M_LT, L wrote Eik o letter and Aanded 1t to Aim 1n Pef-?oh_

Aftaer wa’lfl.h? on adge For Savaral months vwith wo reS pone, I matled a Second

!el’fer di./‘actly fg AJ.J' p)rfcjlca_
St no andwer,

1 Sent my Final one 1n March 2004,
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marisa jahn
mail
.
tel 011.415.254.9151

fax 011.800.867.2839
e hello@marisajahn.com

to:

Erik Demaine

Advisor, OrigaMIT (MIT Origami Club)

MIT Computer Science and Atrtificial Intelligence Laboratory
32 Vassar Street

Cambridge, MA 02139

(617) 253-6871

edemaine@mit.edu

March 10, 2006

Dear Erik:
I'm writing to ask for your complicity.

As you know, my artwork often takes form as letters and correspondence such as this—likewise,
as a person renowned for your work in the field of computational origami, much of your work
begins from the manipulation of paper. |imagine that we must share an intimacy with this
medium and take pleasure in its mastery.

So here’s what | ask of you: transform this piece of paper. In a previous letter | wrote to you, |
suggested you fold it as origami. However, when | ran into your father the other day, he
mentioned that hesitated to reply because you were considering a different kind of augmentation
which you apprehended was in appropriate. | am guessing that you are thinking about an interest
you vocalized when we met briefly at CAVS in Fall 2005—to expand the project to include an
ongoing number of collaborators, thus rendering moot the relationship between tenure and
collaborators in academia. | suppose | should explicitly teli you that | would be delighted in any
liberties you take. In other words, | relinquishing control without expectations; you take over.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,

Marisa
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@ - @ - g @ @ ﬂ_] http: //theary.lcs.mit.edu/~mdemaine/ O I[GI- e 1

Martin Demaine

Artist-in-Residence in the Department of Electrical Engineering and Computer Science
Technical Instructor in the Department of Materials Science and Engineering, Glass Lab
Visiting Scientist in the Computer Science and Artificial Intelligence Lab

Member of the Theory of Computation group

Massachusetts Institute of Technology

Papers -- Puzzles -- Book

Junkvard Art: The Art of Recvcling

Buildine with Books

Now E71k Damarna's biography 15 IntareSting, 45 a kid, he was Schooled by ArS
dad Ma.f‘fy (-J.ma?n above) on the road of i"ey trovelled f)!fouf‘put Nof‘f‘ Amaf.!‘cg.,
T‘ay wele rzut"t'a cfo-fn, ahd worKed t05a“{af of MIT, accn-"?-omﬁy I'd See them
tpj,er/.er put mora oftan than not 1'd run 1nto Mart y olone. We would vcca-"J.Oha”y
cAaf, and he Enaw aboul the latters I'd Sent to M Jon, He would affure me that
K would mention -fGMRrL'.h? to £r1k and Follow Up on my behalf, thy 1 S} never

recelVed o feJ‘PohJ'e_

A mvhr‘ fafef’ i adkad Mw‘fy if he wotld Cin Frik's J'fead), alter my Jetter,
After all, Marty wad o compttalion o/‘}‘yaml. expert too. I Jaf Aim know that he
hod tha libarty to do anyfhing Ae wanted to tha latter,



marisa jahn

mail I
]

tel 011.415.254.9151
fax 011.800.867.2839
e hello@marisajahn.com

to:

Martin Demaine

MIT Computer Science and Artificial Intelligence Laboratory
32 Vassar Street

Cambridge, MA 02139

(617) 253-6871

mdemaine@mit.edu

April 25, 2006

Dear Martin:

I’'m writing to ask for your complicity.

When we last ran into each other in the 77 Mass Ave. foyer with Andrea Frank, we talked about
how wonderful it would be if you would transform this letter in place of your son Erik. From what |
read on the ‘Building with Books’ section of your website, | see that we both share a fascination in
the de-sacralization of language, whose authority we subvert through the manipulation of its
physical form. This is evident to me in the furniture you’ve built from books which put the written
word literally to use in functional forms.

And so | hope you will accept my invitation/solicitation. So here’s what | ask of you: transform this
letter. You are invited to take creative license and liberty.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,

C//

Marisa
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The othar day L mat thi's ity PImon who Sure Ii'ked to talk about A'S car and A1'S
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adore my ],J.ﬁn Jo mUcA J: T;Va i & hama,

42



marisa jahn

mail I
[ ]

tel 011.415.254.9151
fax  011.800.867.2839
e hello@marisajahn.com

to:

Simon Starling
]
L
Germany

March 10, 2006

Dear Simon:
I’'m writing to ask for your complicity.

As we spoke briefly the other day at the bar, I'm interested in the way that the subject of your
artwork is the medium itself. In this way, you circumscribe art within larger geopolitical
dimensions. My work also self-reflexively explores the contingent nature of its material presence,
the events and conditions that frame its existence. However, while at times your work employs
actual vehicles (motorbike, car, etc.) for physical adventure, | situate language and text (such as
this very letter) as the metaphoric vehicle that explores.

A certain connecting logic between these processes has become apparent to me, which compel
me to write and solicit your participation. So here’s what | ask you to do: take this letter and place
it somewhere in your trusty Volvo, which you speak about with so much fondness. Smoosh it in
the windshield, beneath the footmat, under the hood, wherever you decide. Please make sure
both ‘vehicles’ touch so that they are subject to shared experience. In this way, words and
transport are conjoined by incidence.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,
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[ Re: et hllo (from Marisa whom you met at WT) - Mozilla Thunderbird || U] |

File Edit View Go Message Tools Hep

BN AEEEES Iy

Get Mail Write AddressBook | Reply Reply Al Forward

= Subject: Re: hello hello (from Marisa whom you met at MIT)
From: Marisa Jahn <hello@marisajahn.com>
Date: 4/29/2006 3:21PM
To: I

indeed, does A4 fix ycur sqgueak?

-marisa

T —

I, coce |

Dear Marisa,
Yes, thanks. I'll be happy tc send you something. I have a
very skeaky rear view mirror and a little wedge of folded A4

might be just the thing!

Regards,

Simon

El; Edit View Go Message Tools Help ; ;
&. 2 B B@E{X 3|&-
GetMal  Write AddressBook | Reply Reply Al Forward | Delete  Junk Print
£ Subject: Re: hello hello (from Marisa whom you met at MIT)

From: I
Date: 5/8/2006 10:58 AM

To: hello@marisajahn.com

Dear Marisa,

Sorry, yes it worked a treact. I even spring cleaned the car
at the same time.

I have the camera on my desk. Will try to send it this week.

Best Wishes,

Simon

HE
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2 Re: hello hello (from Marisa whom you met at ...

File Edit View Tools Message Help

& & 8 | L X | O

From: T T < SRS

Date: Sunday, June 04, 2006 3:53 PM

To: hello@marissjahn com

Subject: Re: hello hello (from Marisa whom you met at MIT)

| Reply ReplyAl Forward | Print  Delete | Previous

Dear Mansa,

You must have given up on me. I had problem with Fedex
and had to send

the package with normal mail It will be with you this
coming week.

Best Wishes,

Simon

1

il

03

Edit Inset Format Options Tools Help

B ¥ 0.6. 2.

Contacts  Spell ~  Attach Security ~ Save

i[i6l[?

om: |MarisaJd'n<helo@rnalisaiahn.cn... E} Attachments:
= o i % FollowUp_simon. pdf

Subject: | important question l

Body Text || | varisble Width 'fji.l' A ﬂ[ B I

hi simon -

hope you are well As I don't know whether you are night now in
Berlin or elsewhere, I am sending you a paper letter via email. It
won't have the same quiver and haunt of a printed letter, so please
excuse this impoverishment.

warm regards,
marisa |




marisa jahn
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mail

tel 011.415.254.9151
fax  011.800.867.2839
e hello@marisajahn.com

to:
Simon Starling

]
L]
Germany

April 22, 2007

Dear Simon:

Hope you are well and enjoying the Spring. It's been so pleasant here in Cambridge when | wake
in the morning | wonder how the weather could be so gentle and temperate.

Per our last exchange, you mentioned you had taken photos of my letter, wedged into your
windshield and enjoying a good adventure. You also mentioned that you FedEx'd me the
photographs.

A series of incidences compel me to write. At the end of last year, a box of my personal
belongings and files were stolen. | think | recall that the camera you sent was in that box, but
upon closer inspection | curiously cannot recall whether | ever actually received the camera at all.
The thing is, | had spent so long imagining what it must have been like for that letter that | can no
longer distinguish what is real or only fantasy. Like a phantom limb or lost child, the life of this
letter possesses me; | have to know more.

So I'm hoping you can let me know whether the photographs went something like this: | am the
letter, wedged in the rear view mirror. The wind, entering the car from both rolled down windows,
rumbles about the car, stirring up the sand accrued in the pits of the car and abrasing all
surfaces. In the photograph, the rear view mirror reflects what appears to be a bright warm
desert and low-lying houses. There are several photographs taken from the same perspective
that depict your traipse through sand, shrub, green.

In another: the force of the wind has knocked the rear view mirror from the windshield. You've
taken care to bind the letter and mirror together with a patch of duct tape; they lie on the front
seat. In the photograph, the mirror faces up, reflecting a swath of sky framed by dark silhouettes
of the car's interior.

The set of third photographs are taken by someone presumably at the shore of a very still lake,
their back to the morning. A swimmer, whose face is obscured, holds their arm into the air with
the mirror-letter facing the camera catching colors otherwise unseen.

Was it indeed something like this?

Warm Regards,

(/%‘“’%’4/ |

Marisa



elter to:
Prefty Party Pla
(Pifiata Divisi

I -"Fahf Savaral monthS fesfeo.fc‘l.h, a Plnhnfn moker, ] maah, I Fnow how to make

Pi‘hata*f My-"ﬁhc, but the Pollht of this game 18 For Somaone alfe to transform my

letter and take 1t Lo o whole new level, I triad calling Several big Factories vwith
i 7 b

ho fuck,

fle Edt Vew Go Pookmarks Toos pep [ E=]

@ - * - g 0 @ [ ntm:/ s prettypartypisce. comipratas-snd-prata-accessanes.ntm _i O [Glraa

| : [x]

Home Page | Customer Service | Email Us | Shopping Cart

Your Party Superstore! |

prettypartyplace.com i
Home > Pinatas and Pinata Accessories Party Favorites
Pinatas - Pinata - Pinata Accessories Pinata Filler 1 bag
4
Price §7.49

Pty |
|
Oversize Express Shipping Charge |

Looking for a particular pinata or piantas PrettyPartyPlace com

has hundreds of different pinatas to choose from. Everything |

from bumblebee and watermelon pinatas to unicom and dragon

pinatas We also camy mini decorator pinatas as well as pinata |
accessones like pinata busters. pinata blindfolds and pinata Spongebob Character
fillers You can always use our search box to find that particular

Price $15.99

Previous 1 2 View All Nexip

All Character Pinatas | & | Animal Pinatas and
Mﬂmﬂw
Accessories
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marisa jahn
mail
| —

tel 011.415.254.9151
fax  011.800.867.2839

e hello@marisajahn.com
to:
Pretty Party Place

Pinata Division

1300 S. Country Club Dr.
Suite #3

Mesa, AZ 85210

March 10, 2006

Dear Pretty Pifiata Division:
I’'m writing to ask for your complicity.

In your work as pifiata makers, you transform paper into festive objects. As an artist whose work
often takes the form of correspondence and letters such as this, | see that our shared artistry is in
manipulating paper to create beauty and thrill for others. | imagine that we must both feel an
intimate relationship with our artworks, crafting them with care to give others joy.

I’'m hoping you can offer your help. So here’s what | ask of you: Could you please tear up this
letter and use it as the tissue used to decorate one of your pifiatas? I'm exhilarated at the idea of
this letter becoming part of a pifiata—that it could function as a game and finally burst into the air
for the enjoyment of others. Through your assistance you can help fulfill my wish for these words
to transform into a celebratory moment.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,

Marisa



leftter tos
Marjke Jorritsma
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marisa jahn

mail
I

tel 011.415.254.9151
fax ~ 011.800.867.2839
e hello@marisajahn.com

to:

Marijke Jorritsma

1855 Mission St.

San Francisco, CA 94103
missmarijke@yahoo.com

March 10, 2006

Dear Marijke-

I'm writing to ask your complicity in inserting myself into your life. This very letter will be the
material means by which | begin to enter into the apparatus of your life.

I've always admired your facility with materials, your tactile and haptic relationship to the world
evidenced in your wonders as a cook, musician, filmmaker, and artist. This quality are what in
part make you so successful as a teacher: your ability to think through objects as a way of
accessing larger aspects of the world around you.

Here’s what I'd like to ask of you: Quite often | recall you making with pifiatas with kids at the
various places where you work in preparation of Cinco de Mayo celebrations (which are coming
up). Take this paper and use it to decorate one of the pifiatas. This process essentially mirrors
an earlier discovery we made as co-teachers about our respective relationship to materiality:
yours — hands on, engaged; mine — distanced and always through language.

No one has to know about this. At the same time if you choose to send correspondence or
evidence/documentation I'd be quite pleased.

Warm Regards,

(I/M/A/

Marisa Jahn
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iit View Go PBookmarks Tools Help

a - g ° @ [D http:/fwww. flutterfetti.com/company/company 1.html

ONLINE EMPLOYEE BIOS

RONEE HOLMES

Picmred in Ronée's lap are the company's adorable mascots - Flutter and Fetti

* Ronée Holmes, Manager of the

* Parti Line™ International, sees theater in everything she tow
¢ why when she is asked to supply party confetti events bect

memorable talk of the town.

5 Ronée, a theatre major, has put "high drama" into an Arts C
" Yazoo City, Mississippi, (which was honored as the "Most O
- Small Arts council in the Nation”), in the New Orleans Sympl
starting the "Beethoven In Blue Jeans" Series to "sold out"
' audiences...SRO in theatres across Florida where she ran
Theatrical Association, a not-for-profit organization bringing
touring Broadway shows fo the State.

Her creativity in developing new concepts for existing ventures, to exploring new te
owning her own business, has brought Ronée to the greatest part of her life.. .the :
I [utter Fett@Fun Factory| € FindNext @ Find Previous [=] Highight '

For faveral waa/f-l', Ronaee and I P/ayﬁd PA'"“' tag. When we JCJ-haHy -"Poke, She
ag’ead to receive my letter and P‘vagf'ap‘ it j’”"hf f‘fouf‘ the Flutter Fetts
macbm, J‘){a alSo Pfoml--l'ecj to Stuff my latter-bitS Inte tubes of Fourteen 'nch
Flutter Fatts Fun stickS and Send tAiS to ma by matl, pronto,
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marisa jahn

mail
—

tel 011.415.254.9161
fax  011.800.867.2839
e hello@marisajahn.com

to:

Ronée Holmes

Manager

The Flutter Fetti Fun Factory
5555 65" Way N

St. Petersburg, FL 33709

T: 727.541.6463, 877.321.1999
info@flutterfetti.com

March 10, 2006

Dear Ronée:
I'm writing to ask for your complicity.

As an artist whose works involves letter-writing and correspondence such as this, our shared
artistry involves manipulating paper to celebrate life. We must both share the idea that artwork is
like confetti, and vice versa: both are intended to make others experience happiness. Your short
bio on www flutterfetti.com portrays you as a person who enthusiastically enjoys what you do and
extends to others this same appreciation for creativity and joy. This is evident in your interest to
"Make who I'm working with or who I'm working for stand out.”" This enthusiasm and empathy in
helping others to create meaningful moments is what convinced me to write to you. Because |
think you might identify where I’'m coming from. | hope you can extend your compassion.

So here’s what | ask of you: Could you please shred this letter and mix it in with a batch of your
confetti? With your help, my wish for my words to waft through the air amidst a crowd of cheers
would be fulfilled.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,
(‘/%«2 //k/

Marisa
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INSTRUCTIONS FOR USE
FLUTTER FETTI® CONEFETTI STICK

step 1- Hold the Flutter Fetti confetti stick firmly in oné hand and extend the arm upward above

sou head to the 12 o’clock position.

Step 2- Bring your fore arm back to the 3 o clock position. Return the arm {0 the 12 o’clock

position quickly flicking the wrist at the same time until all the confetti is out of one end of the
nap harder.

tube. If nothing happens, S
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in the air.

d the empty €
nd float spectacularly

Turn the tube over, hol
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So here’s what | ask of you: Could you please shred this |
confetti? With your help, my wish for my words to watt th
would be fulfilled.

If you choose to send correspondence or evidence/docun
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marisa jahn
mail I
I

tel 011.415.254.9151
fax  011.800.867.2839
e hello@marisajahn.com

Robbie Herbst and Kim Varelia

April 19, 2006

Dear Robbie and Kim:
I’'m writing to ask for your complicity.

I am an art-maker whose work often takes form as letters and correspondence such as this. in
these letters, | ask others to transform the letter based on the letter’s physical properties. As a
couple who compost your waste to fertilize your garden, | imagine you must also share this
fascination and pleasure in watching the familiar metamorphosize. Indeed, there is something
both uncanny and comforting in witnessing an extension of yourself absorb into a larger system.

And as we both understand our respective work as a kind of alimentation for the environment, |
hope you will empathize a specific request. So here’s what | ask of you: take this letter, whose
carbon-rich properties I'm sure you know well, and include it in your compost bin. Conjoined,
words and waste can nourish another.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,

L /”“”%/4/

Marisa
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marisa jahn
mail
| —

tel 011.415.254.9151
fax  011.800.867.2839
e hello@marisajahn.com

[
.

May 1, 2006

Dear I
I'm writing to ask for your complicity.

I enclose in this package the gloves you left in my studio when you were visiting back in
February. | want to account for their tardiness—your hands in the middle of winter must have
been quite freezing, and for this | sincerely apologize. Actually, your gloves remained in my
outbox, enveloped and stamped the day after you left. For reasons | could not place until just
now, the gloves were evocative, and | found myself delaying their return.

Gloves interface between body and world, mediating between inner and outer. This train of
thoughts led me to think about our respective practices and their curious relationship to material
form. Now to me you are known as a net theorist and artist. My own artwork takes form in letters
and correspondence such as this. As | see it, net and text are generally perceived as
disembodied media. As | derive considerable pleasure from the sensory nature of the written
word, | imagine you in turn must think about the way that the surfaces you touch mediate
between skin and the net.

A certain connecting logic between these processes has become apparent to me, which compel
me to write and solicit your participation. So here’s what | ask you to do: use this letter as a
mousepad. Place it face up so that with wear, your work efface my words.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,

cf/%

Marisa



mouse pad - Thunderbird
Fle Edt Yiew Go Message Tools Help

&. 2 B P @ N

GetMal  Write AddressBook | Reply Reply Al Forward

£ Subject: mouse pad

just wanted to let you know that i am
nov using your letter as a mouse pad.

all best,

= Re: mouse pad - Thunderbird

File Edt Yiew Go Message Tools Help

.4 B 3 BN

GetMal  Wrte AddressBook | Reply Reply Al

B Subject: Re: mouse pad

From: Marisa Jahn <hello isajahn.com>
Date: 4:40PM
To: U
—
hi EE— i‘—‘;
|
)
hope you are well. As I don't know el
whether you are on the east coast or il
elsewvhere, I am sending you a paper =
letter via email. It won't have the
same cquiver and haunt of a printed
letter, so please excuse this
impoverishment.
warm regards,
marisa
~
Attachments:
[ﬁ Form_. .followup . pdf |
z\ 1
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marisa jahn

mail

tel 011.415.254.9151
fax 011.800.867.2839
e hello@marisajahn.com

to:

May 1, 2007

Dear I

Hi there; hope you are well.

It's been a while but | thought I'd inquire how the letter fared as your mousepad? Like a phantom
limb, the life of a letter (such as this) possesses me. When it goes away from me, | still feel it--a
specter sidling other surfaces. As your mousepad, the trace of your skin must have worn holes in
its middle, smearing text into sound.

Do you think it went something like this? | look forward to your response.

Warm Regards,

(_'/W

Marisa



= Re: mouse pad - Thunderbird f-._._m”ﬁlg|
Edit V¥iew Go Message Tools Help

&@QM@M

GetMal  Write Address Book Reply All Forward

Date: 5/8{2007 9:42 PM
To: Marisa Jahn

Hi Marisa, 5

I used your letter as a mousepad for about two
months. By the end, it was a little worn. I thought I
sent you a photo, but I guess not. I have to admit I
don't really respond to your poetic sensibility
Vis-a-vis correspondence.

Best,

Ll
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Her courSe confummaled all of my academ! ¢ cle-"JlfaJ', It wad aweSome,

AS - 15 o Eratned Lacanan PJ'ycAoahalyff, L wad curious about what She
wolld Tay abotut the latters I waS w"J-tJ-hf, In her of fica Aouf-i‘, PW-hred
oul fo me f){o.f' f‘ey wela odd!y arolic and DPhM: Pyou're wrfr;'h? these ]ati’ar,f,
reffl.hf Paoloi'ﬂ what to do - do fbf, e t‘ar’ bark like o dog, st up, ale. .. *
were Aar wor oS, TAiS in Fact Inetted me to run with the Pf'ojacr and make fe,;.h'y
Pfllfi‘eht Jattars. A4S She Po!.hfeq‘ EALS ut to me, | wanfed Lo honor har by wil-
Ihg her o laftar in tucrn  after oll, I Folt that She had really helpad give bicth
to the Pfc‘jacf, I'm ot Sure 1f 1t 1n Fha and ThS as Sush 4 qo0¢f ‘dea . . .



marisa jahn
mail
' —

tel 011.415.254.9151
fax  011.800.867.2839
e hello@marisajahn.com

to:
Professor IIIIEEGE

March 10, 2006

Dear I
I'm writing to ask for your compilicity.

As someone whose academic work examines the affective relations people have with objects, we
share an interest in the psychic dimensions of material substrate. In your office hours the other
day, we discussed this in relation to the letters I've been writing to people (such as this one). You
brought to my attention a few things. First, these letters function as transitional objects: objects
which | identify as part of myself and experience in a sensory dimension. Second, you brought
my attention to the fact that in making demands on others (‘do this, do that’, ‘stand up’, ‘bark like
a dog', etc.), my propositions become erotic, and the letters function as a fetish.

In class this semester you've mentioned several times your pleasure in writing—a delight which |
too share. So here’s what | ask you to do: take this letter, tum it over, and use it as scratch
paper; scrawl, sketch, doodle...as you wish.

if you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,
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After ] Sent the fettar, rl:h?: Started gatting a [ittle Strangs, To kaep

f"nCi D‘F w‘ar wad fenil, XL Légnh AGQP"hjv n_ on

3/7/06: L go to —'-T of fice hours, I tell har o Fow 1deat For my
Final mid-term and Final paper that I've been COh-rJ.dﬂfJ.hf, I mention that I have
written o latter o Efif Demai.he’ the conn‘puraﬁ.or. of!.jmml. eyPeff af MLT' w‘afa
I oSk Kim to transform the Jatter into of!'gnml'. -Pf.cﬁf up on thiS and
tell$ me U(o.f thera 18 ah erolic dimenSion to the letter: AThis 1S o wel.f‘c{ T}{J.hf
yoU aa clofhf, You are a'f}h.hj Someone Fo Stand up, bark 1ke o dog, do t,{;'.r’ do
I’Aar] afe. * 1 had not unts] that PO’Ihr f‘eaﬁy conSiderad the Shm undertones of
the projact, sure I'd condidered the oimendions of power, L really had not
conSidered the arotic dimensions of my work, Thot day, I went back to my Studro
ahd dac!‘:[acf rAa,r I would eyP’ofn this furt‘er, wft‘out ceh-'l"of.l.hy my.rg,hc ahd
)tac.f’fhf cohiazuance_ I Started c[fafffh? o lelter to -J'h w/{fc‘ the lattar
1tSelf carried out the Shm undertones ft{af' she ‘ac! In Fact J'ugge-ﬂ'ae[ fo me, I
Felt I wat nCt‘Uah‘ZJ-h? a h-hd of counter—transferance, This Seamed o be tha
moSt cjah?nfouf or deStructive of the letters ] could J'mayr.he wa'TJ.hjy_

3/14/04: 1 write Send my lellar o -, accomjoahi.ﬂcl by o clil-fpo-‘"al;fe cama’a,
I do nol want the lettar f'afw’hed; w‘af I want /5 to See or J.Majl.hﬂ J‘Del.hy it

transFormation,

3/21/06: 1 g0 to class. I Foar that [ i1t take my tatter turn it ovar i
cla$S, and write on 1S Lacﬁ; I would be 1t$ only withess For the others do not
Know, - doas not menfion a f/{iihy’ nor In the J'Ul,,-faz!-t‘ahf amal 15 $ha Sends me
ragarding claf-related projects.

328 )04 I turn in my First 4raft of my papar fo - The pape” 13 about
the lattars I Aave bean wa'T.l.hf, In this paper I mention avery letter ] have
written of Fhat Fol'hf In Hime excePf the letter i Aave written to - whean I
turn in the a-f-rny, 1 do not Inelude the feffcf‘f’ I thy Mt ot f‘nm,

474 /0¢4: J’H”n-"” L do o book f‘e,po-"f’ on Victor Turner, her mentor of the
whoSe contribution to the Field of
1S the Jvhveihljab’oh of _ It Teams that She 15 IPaci.FJ.caHy a-"-fl.jhl.hj it

to me,,
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426706 1 oot R < vy host QR 105 Foscinting

MJ.hcl':'L.’owJ.hy_ i fry to 5at Somaone elSe Lo raad It teo. I f’."‘ it te Dh'ver’ my
J‘fucpo-»mfa to read 1t, (Jlver 15 oboul to g0 climb o motntal ahd remove 11T fv'p
w”" his fw)h l,fo”;ef) It Seams f’eo,Hy rafevant, Lafer ] Falk about hmihahf Ih
theclat? 1 Share with my Siy other Studio males and ‘pfofe“‘of-l‘ with w'{om

Faaf «Zwra cloSe, T‘ey ae ofSo Ct‘afhhy my progress with this ~letter,

4/11/96: 'n class, 1 discuss | . 7/c clasS 4iScussion turns to

a converSalion about w”.h.hf. In cla$s I have PfeVJ.vu-ffy 41 SeusSad my Owh
P:’aa-fufa n wff‘ffhg, Ih f‘eadf'hg, ahd n fﬁnd’.hg thoSe M(o Ma!‘a this Pf'aa-i‘ufe o
well. A defira !‘Argu?[ rafroction, ypma;{pw I 79!' to ‘.-{JIJ'qu'-ﬁ'hjy Mat P ﬂ;'c{’
I wat o Pfe”'y good wfi'fef, ahd wotld f{el‘p my mot har with Offahl.al.hy har .I'J.)Ca’
F:'Hr'hj oul Forms and wt‘fh'hy har 'of Eicsal corrad pondenca, I am /(aw'hf Somae
kind of revelation In clas®, It takeS Form oF an oufburSt, Al the Same f:'me’
decontextualized, 1t FaelS o bit histrione, I don't think 1t 15 that extreme, I
alSo know I feal thiS Self-cansura bacaSa, wall, my Family doasn't talk about

QJ‘J‘}.mJ.th-oh_

mentiond 'n clads that $ha too would Fill out :Fofm-f, write !effef-f’ ahd
Fill out Forms For her mothar, phe uses both eyam plas to 1/justrate Lacan's
f‘aofy of the P‘n.HllJ' ahd the Jack: the ct{J.J'e] ) weaahed From the mot har of the
Under ahd r‘foqu the Faf‘a!"f 'ho" the lawv, The c‘.l.l'.:f af!"emPt'J' te i1 the
mot har'S Jack H:fou A ac!ojoh'h the name and the law of the Father. For Lacan, the
child aftompt to Fufﬁ:u this lack theough the symbolic Clanguage). [+
that my Interast In langiage E) pnf)fa,p-f o meand to F1ll LAIS Jack, IF you buay ol
that,

AL EA'S Pw}.r L am Stifl in the process of m zmlf/c Salf ~ravelation,

Talk: hg aloud 1 mantion Ehot EAIS Interest in Iahfuc.ya ahd 0 der 15 Pfayacl put
Pfofa-“-?-'omlly that I make my mOhay From 07 gani 2/ng ot her Peopfn 5 Bives,
- y-" to ma, In |'.-I'n:.~"~r Reaﬁy" De you "enHy do oll that Kind of StufF 7"

bi _i‘af‘-], "yaS. You wouldn't Lalreve Aow good L am, Quck and of Ficient - yoH
Should Sea my dafabates,

j"a fe.fpgh,:{.f’ quf-fql/c;'hg to Aefia,{“, Nyell _[ jUIt Cah't Aef‘p rAJ.th.hj r‘nr I_
have ofl kindS of work that I could Aire you to do. Bul I won't aSk yoU unt’| you
al e Fl.h)‘-rAﬂcf l,a)Ahjr my Student

73



74

Towards the and of c!a-f-f - J'Ugje-f“' that I Should write my pa,pef aboul
this F’H*hy out Forms fof' my mol har. I'm amuSed, Bﬁlh? a Lacanian Frathed
Pfycﬁoahaf st I 5”65'5 natural that She wottld want me to write about my mot har
ahd aboul I'ahfuogé.

509,04 I 90 to -’J‘ oFFica hour$ to talk about m y paper. L Aave 1t In mind
that I am 407hg to write o paper about the Jetter-wri t:h? Prgject I om wof‘ﬁlhg
on. L Start to axplain that L am going to write it of 1If 1t were an Interviaw

bel wean her _) ahd m J'afp In othar words, my pape’ woltld Invelve Fuwo

d1 550l ated Vorca$ - the F:ri‘f Pﬁferh"Ilhiulaf Volce fmy owh Volca) and o FAIrd

ief‘foh OLjachVn Par‘J‘Pect: ve Cwhich would be the voice of the p yc){oﬁhalyﬁ’ o
er),

J.hrnf’fu'pt-f‘ ‘j“e rol‘dc){a-" my am and [ells ma, J‘tefh]y put ?gh”y'
*Marii‘a, Thisis juJ‘!‘ o pape’. A 30 poage poaper, It's ot t)(af dllfﬁl.c“”. Gel
a irfi, " phe lookS me 1n the eye ahd epeal S YGal 4 gip. ' L realize

- doed nol wanl To f’/“)’ my gama: ho maahd ho.

5/6/0¢: I prefant my Final pape’ Ih class Fodlay. She loves the foPJ'c and Fells
me Lo /faeP J.h fuucl,



lefiter to:
Joseph del Pesco

The way that tAIS letter=writing game workS For me 15 that 1 gat thiS faaling
whan I c‘ahce upeh a fafget fntraf"fecJ.PJ.eht‘ L J‘fo‘p cll?’.hg w‘g,fal/nf I'm doihhf’
ahd mul] over rt{l'h?i‘ (—Aouf-f’ dqy-", weekf) unt1| L. FJ.jufa oul the foyl.c I’Y w):l'.c‘
the letter can J‘il',p and SInk 1nto therr [ives,

while In :‘m'h'aﬁy LALS Intarminable Search For the rujes of the next gome wae
G:l‘llfa"ah.h‘?’ 1t was how fafh'ug hard to qet nnyfbhg accomph.ff{ad on a day fo
day lavel, I Found I had reStructured my entire I1fe around my mat [boy, Whal
Starfed af 'plnypul' ‘ofw’flehce wad qufh'hf te Feal out of control,

L needed to F’,?w_a out o /ojrfcal' way fo i my-feH: of this awful business and gef

on with f‘l.h?‘f’ So I tried o Few J'ff'afail.a«l'_ Fl.r‘J't, I wrote o this gty L Frew
hamed Joe, He alwayJ' Seemad |/ ke Such a go0d Tpert,
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marisa jahn

mail I
|

tel 011.415.254.9151
fax  011.800.867.2839
e hello@marisajahn.com

to:

Joe del Pesco

Banff Centre

Box 1020

Banff Alberta, Canada
T1L 1H5

April 11, 2006

Dear Joe-
I'm writing to ask for your complicity

As someone whose curatorial interests include letter-writing projects, we share an interest in
epistolary communication. We both must find compelling the way that such a commonplace
object — the 8.5 x 11" white letter — could become uncanny — that such an ordinary object could
carry such metaphysical, affective, psychical, and political tremor.

Recently, I've been writing letters to people who share a material, affective, intellectual, or
incidental relationship to the letter itself and ask them to transform it. Some of these letters make
innocuous demands. Others make erotic and socially inappropriate propositions to people with
whom | have personal or professional relations. The problem is that the letters (such as this),
possess me and dominate my life until I've mailed them to their appropriate recipient. These
demonic letters, then, threaten to disrupt the sanctity of my own community. | sweat at the
prospect of their repercussions.

So you see I'm in a bit of a bind. As you are a curator of epistolary art, | entreat you to help. So
here’s what | ask you to do: declare my letter-writing a work of Art. In granting me this aegis, my
deviance is excused. Please.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,




File Edit View Insert Fgrmat Options Tools Help

e B ¥V ¢.68. &

Send Contacts Spel Attach  Security Save

From: | Marisa Jahn <hello@marisajahn.com> - hello @marisajahn.com

IQJ To: | &3] Joseph del Pesco <hello@delpesco.com>

Subject: [Re:dd you getthe letter?

(BodyText [pg] | variable wicth

B mnAB T U

great. ilook forward to it. things are getting dire around here .
-marisa
Joseph del Pesco wrote:

ves, just n time - ileave on Monday. i will return it before I leave.
J
On Apr 29, 2006, at 12:09 PM, Marisa Jahn wrote:

did you get the letter?

-- marisa jahn
4152549151

T— )
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CANADA » POSTES CANADA POSTES
POST CANADA POST CANADA

Ln desperate For ais refponte, I Sent him o caminder amatl, I P’.ih‘rnd that we all need remindars avery
e el f'l:eh_ jgol‘f}')‘ f)gafamfl‘gr’ he Sent me Tome P/;ofvj [above] Ae’d takan to prove f/:af Aa’d recelVed By
lelter way MP f}:ef‘e~1h Cahsda, IAow,'h? me a” f/:a Iplacg,f r;';rou?j; w};ch m)‘ [ittle letter Agc{ ff'aVeHed, He
olSo Sent' ma a nofe 1n refponde [/,,E't]’ written on the back of the latter 1'd marled Aim,
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lefiter to:
Josh Greene

L thought that 1t might be fun to See /¥ I could not only Invite Somaone to play
the iefterr‘wr:'t‘:'h? game but ahh'raiy toke IE over. The Ioji'c of the letters had
Lecome S0 clear Lo me and I wondered Aow it ml‘?){f Le redef ned by another, I
choSe tAIS arti st hamed ]o-T'A §reane Lo be Fhe exol‘cl.«l‘f’ who wolld evactale me of
my lefter demon and Po-”‘a-"-" Aim J}u-ﬁ'em{_

]0-5'/: was the ‘pafifacf ayorer St For o number of raadons. Hare's thrae:

1) For his MF 4 thasis Show JoSA Sent o letter to 'S FriendS and Family
afk-l.hj tham what he Should do For his Final exhibition, The fa'ph.ef ke recaived
wale then Framed and eyAJ.I,J‘recf next o the ng'fJ',ml letter Ae mul.fg‘_-f'

2) He doas a lot of ot har coffa-fpomlﬂhce—!,n.-fac{ Pfoj'ec“'

3) He alfe d/d this fotnﬂy dead pan put kind of pervy P"ojacf where he atked
ah ortI St hamed J’v'p‘lle Colle 1¥ he could Slaep In her bed,

BaTed on the Fact that JoSh |1 kas Pfojacf'«l' where I 1S unclear who 15 the n"erf’
1t made Paf‘?‘cecf SenSe to elect JoSh of my SuccasSor, Piace of cake,



Josh Greene - Mozilla Firefox

File Edt View History Bookmarks Tools Help

@ D -¢ U 60 rpiwwoshgeeneon  B[x B [Clow:  [&]
iR 4.301 [l Guardian Uk B wFMU [ post to del.icio.us [[l] webcast.berkeley [ post to del.icio.us »
~
T.am RAfraid And wondey “estondence 5
That Life Changes | e e
HaS Chanee You l.ﬂfo More Information...
Not Hanging out with
michael Bernard Loggins
4] PSR s s Bk i i 3|
Done

Josh Greene: Sophie Calle's Bed - Mozilla Firefox

File Edit V¥iew History Bookmarks Tools Help

¢ - @ 7 @ & @ ||3 http:}fwww.josh-greene.com/archive ]VI ’] ']'-ECIIZ\‘;]iE‘- l(«\,]

4.301 |Gl Guardian ux B wrmu [ post to del.icio.us [l webcast.berkeley [ post to del.icio.us »
A
Sophie Calle’s Bed (A

1 wrote to Sophie Called and asked to i
borrow her bed to help me through the —
break-up process. ..

| sent this letter to Sophie Calle shorly after my girlfriend broke up with me. Approximately
one month later | received a full size bed. matiress, frame, linens, pillows, and comforter
sentto me by Sophie Calle. | slept in Sophie's bed for the next six months and
corresponded with her via e.mail regarding my emotions and experiences in her bed.
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marisa jahn

mail

tel 011.415.254.9151
fax 011.800.867.2839
e hello@marisajahn.com

to:
Josh Greene

March 10, 2006

Dear Josh:
I’'m writing to ask for your complicity.

Your MFA project at CCA involved writing letters to friends and family, asking them what you
should do for your final project. Their suggestions comprised the project itself. As I've mentioned
to you, I've always very much enjoyed this project—its complicated relationship to authorship and
earnest valorization of naiveté. In this project and others, | personally identify with your ongoing
exploration of self-dissolution, in locating meaning in others, and in the social and material
structures through which this passage between self and others occurs.

Like yours, my work often involves reciprocity and exchange, taking on a distributive nature.
Recently, I've been writing letters to people who share a material, affective, intellectual, or
incidental relationship to the letter itself and ask them to transform it (literally, through a material
manipulation). There is a clear system governing this project: each correspondent has a
particular way that they are linked to the letter. Some of these letters make erotic and socially
inappropriate propositions, others make very innocuous solicitations. But what's curious is when
the logic for each correspondent becomes apparent to me, the letters posses me and | cannot
think about absolutely anything else until | write the letters (such as this) and mail them. Their
uncanniness and tremor has at this point become overwhelming, and so | write to you for help.

As an epistolary artist whose work is also recursive and redoubling in nature, you singularly can
dispossess me of this whole affair. So here’s what | ask you to do: Recast or claim this project as
your own; assume it, take over as author. Please.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,

E// et

Marisa




= Deadline - Thunderbird

From: Josh Greene <[ -
Date: 4/10/2006 8:40 PM
To: Marisa Jahn

Hi Marisa,

Will you let me know the deadline you are
going to impose?

Regards,

Josh
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3/20/@¢: Nary o faply from Josh It's ﬂ’af‘ﬁhg to look |1 ke Joh 15 501}\7 te
head Some COhW.hC’.hj. S0 deSparate I am to 415 poSSass mySelf of this latter-
wfl'l’lihf game, I take o Pfaha te pan FranciSco w‘efe e )'JAVaJ'_ .

3/24/%: CaSual-l ke, I coll up JoSh and aSk him 1 ke wantS to maet ma For
£15h-tacos of o taco Stand 'n the MISSion diStrict, after 07 darIng, wa I1t
down, and L Start to tell Josh why he Should Aelp ma out. [ axplain that I am
301 hg E;Ohnéﬂ"J" and could he ‘o.‘na-fe o.cco‘of this ?lrff that 1 .am ifprcrh? on him, ]
tall Aim the thrae rensons wAy he 1§ THE Joaflrecf parSon to do the Jnrol,‘

JoSh resiStS, He SayS, LiSten, I'm juSt Some Simple quy" Then ha axplains
that he 1$ waly of 5:1‘1':“. He tell$ me how when ha 5fn.:rua.rad From /{J'yl J'c)'.pw"
he went with o Friend to -ffa.y For o Few weakS of o NaliVe American Indian
reSarvation 1n the U9, Hi$ Friend afSumed he was thera to )(el,o the Native
Amaricans but JoSh went t‘lihﬁl.hj Ae wal there For himself, Uﬁ’ S0 JoSh 18
feﬁl-hf me f‘af er.FfJ‘ )(QVQ to Le mufuaHy Lahcfl.cl.ai‘ lf r“y ‘GIP ahyohe puf’
115 only by Sacond gul.h.

L told JoSh that what he haS to do waS to Find o way that my pro ject can

Lenaf it l{lvm_ ConfuSed obout how he ml.yAt Aa!P or what role he m‘.j‘r P]ay’ Josh
ffhnh'y accapls my ywvitation Cor demand) and pfow'i‘ai‘ to Send *rvlmif‘l.h? to me
In one monlA'S time,



marisa jahn
mail

tel 011.415.254.9151
fax  011.800.867.2839
e hello@marisajahn.com

Josh Greene

April 11, 2006

Dear Josh:

Per your request, | would like to impose a deadline of May 3 or sooner. You can send your response to
my contact information above. Please let me know if there are any shipping costs related to your Take

Over that | can assume. Thanks in advance for your assistance.

Warm Regards,

Marisa
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marisa jahn
mail [
]

tel 011.415.254.9151
fax  011.800.867.2839
e hello@marisajahn.com

to:
Josh Greene

April 25, 2006

Dear Josh:

| just wanted to mention that | sure am looking forward to your assumption of my letter writing affairs.
These letters, for me, are getting considerably out of hand and | know that under your control things can
return to a more comfortable order.

Warm Regards,

C//g"‘%

Marisa



JOSH GREENE ]

April 27, 2006

Marisa Jahn
]
Sanhasnnhideiiihitem
Dear Marisa,

As you know, | have been slightly confused by this correspondence project of yours. | did read
your initial letter several times and still find myself stumbling over, “epistolary, recursive and
redoubling.” After consuiting the dictionary, | have gained a bit more clarity.

| am glad that you enjoyed my MFA project at CCA and that you still think about it occasionally.
Perhaps sticking with my family, | have used the disposable camera that you sent to me to aid me
in a current grieving process.

One year ago today, my maternal grandmother passed away. She was 88, and so it would stand
to reason that her passing away was within the realm of possibilities. But it all happened rather
suddenly. She was diagnosed with cancer and died four months later.

| was extremely close with my grandma. We shared a similar sense of humor and we also
enjoyed taking naps and watching Dr. Phil together. Since she died, | have not been able to look
at photographs of her. | suppose this is some form of denial.

Your disposable camera, as well as the deadline you imposed, has been useful tools in moving
my grieving process along. Whether or not the photographs turn out, | cannot say, but taking
them allowed me to ook at pictures of my grandma and for that | should thank you.

Good luck with your work.

Warm Regards,

N e

Josh Greene
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= Package - Thunderbird
Fle Edit Yiew Go Message Tools Help

&. 2 .8 33 X
GetMal  Write AddressBook | Reply Delets)
£ Subject: Package
::t“:s:smmzm
To: Marisa Jahn

Hi marisa,
Did you get my package?

Josh

= Re: floor - Thunderbird
Fle Edt View Go Message Tools

GetMal  Write Address Book
£ Subject: Re:floor

Help

From: Josh Gre:
Date: 5/11/2006 2:56 PM
To: Marisa Jahn
On 5/9/06 6:33 PHM, "Marisa Jahn" ﬁ;
<hellofmarisajahn.con> wrote: :"‘
hi josh-

i did indeed get your package. i must
say i am absolutely floored. the
whole thing seems to me rather
sublime.

i didn't know how to begin to think )
about the correspondence and so i ™

2

In J'J.M'pfy U-"i‘hy my Jettar and Fhe camera I qave Aim oS an op‘poffum'ty Fo meal
M own nead ¥ JoSh had acfuah'y Showh ma amcf}'y whal I wanfed fo See - what

wad on tha of har J’!‘al'a of tha s-gc):ah?e, it Fotund f‘nt I St wahled more ahd !(ePf
.,.,rir:'hg these letters, .
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leftter o
Leo van Munster

M)’ }:'f"ahc{ Femke c.fkacl me 1 F L wanled te do a CONQLO"QI’I.O)\ w;‘l" this 7u>, hamed
Leo who was Vl‘Ilhtl‘hy From amSterdam, 1 chacked out AI'S webSite and l’louylt ha
‘ac{ Some J.hfefaif)4h9 o.f‘fwo/‘k



Here are Some J.mu]e-i' oF Lap's aft'wor/:’ rakph f?r’om ){Jl.f ngJ’JArn, On t/:e fafr )8 a

fafye Pfl.hr ha Pfo.cacf out $1 de the 200 'n AmSterdam, (n the fJ.fAf IS5 o trechouse

he Lm.lt From cardboard placed on t){a roof of r‘a j‘fade/ll K muSetim th AmSter—
P J

dam, He Teamed te h.ke U-ﬁ.hf J‘h:‘-PPat‘f mt Pf‘ilhted malfer to maka hel CI?MPOJ""
h.oh.i‘.
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http:/fwww.donleo.org - Untitled Document - Mozilla Firefox

Proj

£ 20

Lag ofTo made thi's Pum\y 'pfoject called 'polo-Para~ Adultos’ In which you Satw
truncalad f»mgnJ‘ of boobs and oSS, Bul when you moVed the Seroll bar up, down, or

J‘.r'c[eway-f" you navar Saw nhyrAJ'hj faVﬁah.hf,



marisa jahn

mail

tel 011.415.254.9151
fax  011.800.867.2839
e hello@marisajahn.com

to:

Leo van Munster

The Distillery

516 East 2™ St.

South Boston, MA 02127

January 24, 2007

Dear Leo-

I’'m writing to ask for your complicity.

As you now know, | am an someone whose artwork often involves letter writing. In particular,
what interests me is the physicality of the printed word — its capacity to hover between object and
image.

What struck me about our conversation the other day was your knack for juxtapozing objects and
words into unique and surprising ensembles. Somehow, your faith in the interpretation of these
hybridized signs restores my own faith in art, which | confess sometimes flags.

I would very much enjoy for this very letter to become integrated into your logic, and so here's
what | ask you to do: could you please take this letter and use it in one of your sculptural
collages? Cut it up, twist it, mark and mask over words, alter it past the point of recognition. In
this way, sidled against other elements, my words in fracture can suggest a new truth.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,

Marisa
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I Jenl Leo my letter, After o fow c{ay-f’ Famka Lfoug‘f me back foofajm From the

came’n ahd VIdeo comera that Leo uSad to doctment hs process,

In Front of the came’a, Leo began with Faw haw S papars dotad the Same day that
he recalVed my letter, Wwith both ‘nhd-f, Lao then 5ahrly cireled the hew S papars
ond fetter For the camera to See, of iF roa-ﬁ‘hy the lens, He then cut out Salect
J.maja-f and wove them 1nto my leftar So f‘ey would touch, It wad oll very ) hhoct-
ous Lut Stijl vary -fuj?a-i‘h.ve. wAnh I revlewead this Foofnjm [a},olfe’ I‘J&Af_]’ I
Liushed - Leo was mafcbhy me Ih my game,



you
collages? Cut it up,
this way, sidied against
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lefitter to:

Ml the Maillman Guy

It's AP"’II 2007 now. 4 full yaal Ko gohe by Jince 1 Started Auhrfh? f)aolp/e
with my Jelters, Ahh.c.l.‘pa.ﬁhf f‘nf I will be MUVJ‘hf away Ffrom Maf-fn.c‘u-faft-f In
a Faw moth-f, L began ?Eﬂﬂf’hhf Fond of my mal [box which Functions of an anchor:
1t's ah ""r"”mr@ Pafr of me and yﬂr it's a Vef‘y raaf J'Paca wff){ o 'p‘y-ﬁ'cal' addres s,
when I Started racouht'fhg how 1t 15 that 1 came about 5‘,”1',‘5 this Po.fﬁ'cula.f

mo! [boy ahd come acrodS Some ‘.htefa-fh.h? A1 Scoveried about my_ng?_ ..

F7120/05: 45 Somaone who 15 narvoud abouf the mall 7‘””‘5’ to /1S dest) hah,,h I
Tpend my day f‘e\raaf'cf{lhf all the P”V“t“ mat [boy Tervices In CamLch]?a o _,-“,.CA
of one w‘afa I con gﬂf ohold of Somaone on the other end of the P){om. I want the
afurance thal Some person 13 in c‘“r.‘f‘ of my matl's C"""’-’“f‘f ahdf 50"h55, BeJ'hj a
laSt-minte kind of perTon, I alSe want o matlboy Service that's 0 pen late To that
1 can refrieve or post Hl'h?i of the alaventh hour. 1 al$o want a mal fbox close Lo
my of Fica So that I can run to post h{:’hy,r before the laSt pickup. I look for a
Fncl'h'fy Yo accommodate my Aabits,..

#/23/25: Today L brke to ol the matlboy Stores Mrouy,{out Cambri dge. L think 1
have located the f:fﬂf ohe, LI 15 o mat] Sarvice 1h o budiness I‘OPP’P\? area clofe
by, plus the 5; Ve you a -"Pac-‘m' /‘ay So that yo¥ cah accesS jour mall aven In the

mlddle of Me hl.jl{r, Before -"'J-fh‘-h? up For thiS I want to visit it c-?nﬂ.h to make
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Sure 1t'S the r:'y‘f choce,

£/25/05: ] return to the postal Store, It 1S the n'y,{r one, I SubScribe For 2
year s,

9/3/05: Today L Pi'ck up the matl - my Vary First PJVCI"UP, For Some reaSon the
poﬂ’al lady wad Ih a very cfa.méy mood ahd yf‘ouc‘ed of me For J‘omaf‘/hy or anolher,
Lery onmy wolk Aome £rom the mallbox.

10)22/Q4: For the past year, I regulariy visit my mat 1box o Few Fimes o week, 1
try to Fime t‘"bhgi fo that 1F 1 have to Pl'cﬁ up a packaye of the counter i1t's ahyOhe
put that 7/‘ouc‘y mod fwoman,

Bul how Lhere 1S o new mallman thare, HIS name 15 [ W PN way more Calicous
thot the other oneS. the F1r3t doy he waS working we inStantly At 1t of f and
Started cfo.ckl.hy joﬁa-", when 1 went up o the counfar  an of 71 can-amer I can lacly
with great haic waS there Sifting thoough her warl. The threa of us got to falking
about hai7 and 11’ abSence (W /5 Lald), their wives, my Lojfriend, the raih, and
of‘a/‘ "hcl'dahfalf of l)'f'e, yudclehly my ’elatl‘OhI‘l‘P to my maJ./Loy ) trandformed,

11/06: SomatimaS, 1F I Foel I might hova o package a7 CIVing, L Structuce my
entire c{ay o 0Und the Po-"f oic)tllce, _U"J' J'Uc‘ o freal to racelve o Facka,e f"ar s

leave 1t af o reward For when ! 7ef my work done. The whole day lor\y L put it off,
J'aVofJ.y.y f’Ae wg.l.f, f‘e)\ J'P/‘l‘hf afl the woy there to make St te the PoJ‘f o"‘)cl.ce Five

minutes before clof)'hjl

Other flvmaé" Il call the Poff office to Sea 1f 1 have o Packaye - I can't bear to
7af thera and be let down In peSon, 2rhis 15 Loy 130, I'm ‘OPl.hy I could Lothar
you to check my mal ., Can you tell me )F So-and-So Pacﬁaya Ko arcived 7"

12)20/0¢: I call the Po-“f ofFice to See 1F I've racaiVed o check From the re. R
‘pl'cﬁf up. He chacks my boy, Full of fymPafAy. /va‘i.hj,

1714 /03: Toclo.y’ me ahd the malIman are c‘l'chaffl'hy about J"oUlc{ef Layi. we bot
have Lean Ioohhy For the fi'y‘f ohe=-good Shoulder Strap, /a”ye ehouy‘ to car’y
pafcelJ", wal’afpf'omc, fouﬂ*loohhy. I myfelf jui‘f 7of a hew J“oulc{eflmy, put Jt's
the kind that you have to Ft ovar your hsad to place 1t on your Shoulder, This
7efJ' to be o Httle LIt of 4 Ffol,lem wheh yoH ace car' )hy 5’7 Aeo.vy af s r‘lhy
becauSe you haa"/y knock ow’fehc out while you 're J'Tleazlhy you’ Aeac{ up in fAefe
1 recommend to - f/{o.t’ ‘e 5af~f a Lo.y w‘ofe f‘ouldef -"r/‘aPJ' J'hafl ih r‘a F/‘ohf,
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2714 /0% I'm deP’o-”'od I'm not uSed to this waaf}:ef aned I mi S8 ofl my
Friendd in an Franci$co, 1 need a nhew hot reut ahd Fael ‘-"”’"Py I 90 fo Me
ma) fLoy ‘!?Pfhg to run 'nto I whose crass Aumor I Fnow will make me Fael
better. pometimes the -fecuf'iry gHtald 13 there and the three of us banter back
and Forth, Back home I had o bunch of -"cfn‘opy FriendS who made cradS joﬁel‘
Even o work with my bosS wa'd talk aboul Tey ahd Fa"” faujrt"hf oll day IOhg
w‘l}'a c{ahl’ev’lnf Fitchen cal,lhefJ' to PeoPlaI Aou-fe«f Haf‘r.- Ih Caml,/‘u.-{?e P ohf
P/ace I con 70 te jraf my ¢V ng For low-brow Aumor 15 the Poff of fice,

3/2/0%: Today of the Po”’ ofFice ma and Il ore fai/“.hg aboul Aow we're -"aW'hg

up For ?!a-ffa-f_ He wears theSa dark colorad tinted ones with oUnd malal fl.m-i"
ahd commnh“" Tyou don't think I'm ahvu?‘ of o do“clza'lmj t‘nf 1'd wear these
Einted oned J.hfl.dﬂ’ de ),ou? It's j'u-ft that 1 Lroke my other ones and I'm J'avfhg
up For new one, 7 He tokes of f s y[a-”'e«f, ond I Stare, IR 'pol.h“' out that
when you gel used i.‘o people always wearing T/(eif_jvla-”f-f and then one day Mey
toke tham oFF’ therr ayed Jook Sunken, IR Tay$ 15 Sa¥ing up For M5 naxt ,paff of
ToUnd f‘pacrac/e-" ahd /feeP-f his mohay 'na P)'a-fﬁ'c L“? In the )cf‘l‘dja_

L tell him that I daveloped these cyIES on my eyaballS and can no longer wear
contact lenSeS. I want to Switch to glasSes only L drdn't know tht glassad were
So axpeh-ﬁll’e. L relay the Story about how For monthS I would walk past FAIS one
Pnl.f of yeHow and black FromeS /n a window of this I1ttie mom and pop Store In
Harvard fiuc.fe, I wenf In twice to rfy tham oh, ahd fenh'y I1 kad how ft(ey looked
and Felt, The J‘J.?h next fo them In the w}.hde J'ar.;[ f‘ey cost JSBB,

After monﬂ-“ of Iavl.hg up, I 70 In the -S‘fofo ahd l,fi‘ng ! haim te the cg.J‘/:.-'ef Hey
took my cradit card and Started f”hj”\f tt{u\r'l‘ HP 1 afked caJ'!-faHy how MUC‘
r‘ey wele 50“.5 to be with the Jenses. T‘e Sard 1 wal ytﬂhy fo be S50, w‘aﬁ
A-i‘fohl-l‘/ged, 1 tall tham very 5&:9#“” f‘uf I can't afford that g.muuhf’ ahd could
thay pleate leava the glatses on hold. L leave them o J10® deposit and tell them I
will returp, Every week or To a/:fefwaf'd-f, L eall tham Fo make Sure ff{a), Aavan't
Tolel my glatSes Lo anybody elSe,

After o month of -foV-'.hf up, I Lffh? them another F50 in cath, 4 Fow weeks
h.faf} I l,f'l.hf tham my credit card ond ‘aVa them c‘afﬁye f3DD,

A moth oftar f:‘at’, I L"'J.hf In my final f5®, Bo!" mem ahd pop are f‘ofe, alal ad
for me f‘ql" I've ’C-'.hn.”y Pur dowh the Final FJ-!ny, T‘ay chear For ma, ahd tell me
how wondarful f‘ay look on me, The fac{y owher ShowS ma how to clean the 5!::-”«-5'
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Uncler cooi, "Uhhf.hf wafnf’ heVer-aVar na¥er ever Aot waler, 1 j‘ay cvah‘ath,

“YaS mom... * Tha man-ownar, looking on, tellS me that the BauSch b Lomb contfact
guyd juJ‘f Lr"ouj‘f Aim o Auia box of Sample confact fens J‘ofuh'pp.’ ahd af kS would
L Irks Some Samples? He givad me the antira Lox, which he helpS ma load onto the
back of my LJ.ke, ke o proud dad, I whael away c{J-ggy’ Still not Fuﬁy or:l'/.u-frec[
to the cinn'ry of my hew gladSes,

- fa“g‘f about Ao 11'S o Ffofoumu’y Auml.".nr;h? to Aave to Save up money j'uJ‘t
to be able Lo Tee,

+f5'/®;" Today _L wenl fo f/‘e MM-I Loy ahd - ahd l a’e ajml.h .fp{pph.hy r,{e J“Jlt“
We afe ’“"5’4’}'5 whan AS Lo S walkS "h; L leave So that he won't get Into trouble.,

4/6/0%: Woi/‘f'hg home From work Yoday, L have an aPJ'FJahy. I am f"’.hf write

ohe of my latters to ., n-fﬁ)‘hf bim to put my fatter Inte other people's vl I
realize he 15 the perfact perSon who will play the game = I'm .rur‘pn'.r.c[ ¥ Sl
f‘ouik of 1t Lefore, Here he wad, the whole flrme’ r:i,{t af my Very own maf'l!,ox,
the parfact plajer. L go home and draft that fatter..
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marisa jahn

mail I
|

tel 011.415.254.9151
fax 011.800.867.2839
e hello@marisajahn.com

to:
[ ]

Mailman guy
I
]
April 7, 2007

Dear I
I’'m writing to ask for your complicity.

Wandering to the mailbox always promises a hearty laugh with you about some thing or another.
We laugh about pathetically saving up money for new eyeglasses, finding the right waterproof
backpack, getting mugged in cities, your mama, my mama, and so forth.

Last week when | went to check the mail, | found out some personal things about you — your
birthday, age, hobbies, so forth. And then you asked me, “Hey, what do you actually do?” But
we couldn't really go into it because a customer came in. The next time | went in, your boss was
around and we couldn’t shoot the shit. So | thought I'd answer you by way of a letter.

I'm an artist whose work involves letter-writing and correspondence. What | like about writing
letters is that | imagine what it's like to be those letters — shoved into the back of a drawer,
crumpled in the trash, strewn into the dumpster, etc. I'm exhilerated at the idea of my letters
scattered around the world, each feeling something different.

As the mail man person over there at One Kendall Square, you must have a similar relation to the
mail. The post office where you work is that point of transfer where stuff comes in and goes out.
More importantly, you are that person that makes those letters crisscross to other parts of the
globe. As this is an experience that we both intimately share, | think you might understand where
I'm coming from when | ask for your help.

So here's what | ask you to do. Take this letter and rip it up. Then tuck these bits into other
people's mail. You know, in that part of the envelope that's not fully sealed. Or you could wedge
it between the paper part of the envelope and the little glassine window where you see the
address. Wherever you can squeeze it in. It doesn't even have to be a very big chunk of the
letter - it can even just be a tiny, tiny, tiny bit so that | can have the satisfaction that my letter, like
an invisible parasite, possesses other people's mail. With your assistance, you can help fulfill my
wish to have my words touch new parts of the world.

If you choose to send correspondence or evidence/documentation it would bring me great
pleasure.

Warm Regards,
(ﬁ//f/%

Marisa



4/7/0%: The matlbox cloSes of # pm, and L think that IS working. I cancel an
aPPOl.htMehr that day o that I can g0 In rr'ylt of 4:30 when he /8 cip.r;',.f_ -
M"r‘, W""r""j oh a cuSlomer, | ww‘.f, *“.Fh'.hy caftally ”f’ouyl my matl while he
Finishes f}‘hiJ'hj tham up, whan f‘ay ’nalfn’ I Aand -"'y letter, He reads ;'t'
J'W/f:'hf up zw-zy'mﬂy o Fow Limes He SayS,  “you fchow, this 15 Skt I think
about ofl the h-ma‘ I think about ‘uw I'm D{af Pn-"-"w\ w‘o maked the matf yat te
their deStinations, One J'h'P or arror and I could raally Inf luence Someone's [ Fa,
Lika Somaone could not gel a lr'.jv check or o Father's Day card bacattSe of ma"

He continuaS,  “MariSa Jahn this 15 Some ﬁom"‘y Sht, L don't know whether this

18 qrtor a Prnhﬁ put moy!,a It doaSh't mafter, #

W siots ”IFP’."j’ up the letter. He opens Some Pﬂc‘é“j‘ J‘ft't;'hg on the counter
and SEuFFS o corner of my latter into the box, than fnPaJ' it up., Ha Cohr]-hug_f’
chooSing tha latters that are going to the FartheSt cornars of the earth becouse
he want$ to make tAIS  Ithe LJ'HaJ‘t InStallation 'n the entire world. ¥ we work
oF o team: Ae ffPJ' the corner of pu!’?ox'hg boxeS and latters, Sticks my latter up
In there while I write down their locations. I take occalional P‘oto-". After o
w‘l.la’ - J‘ayJ' that b Should j'u.l‘t' laava the:camars with kiw and Ae'll continta
wofﬁl'hf on the project. I leave while another customer comed In.

4/1)03: I q0 to chack the matl and check up on M a0t Fnow i F he's wofﬁl'ny
rﬂ'dﬂy. Rather than "'f Sk be g -"nflfad Lx the postalwoman 5"0%‘, L open up my
box, PUH oul my matl, Whan the matlboy 15 "M.Pt)f: yoU can Sea oll the woy f"f‘ou?){
and S py on the Po-ffa!wofﬁm"-f back of Fica, I can't See or hear whether VS
thera So 1 make up a reafon fo [ to the deSk, Byrhan 15 the Jost P[cﬁuP for
foday? * L oSk, Jcahhl.hg the back room, No

41407 1 make up a aafon te 30 to the mat Ibox, When I walk ;'h’ W s there
with A1S LoSS and o bunch of cuStomerS. He gived me o ‘ﬁ.fh’ wafhf.hy me Lo make

Sure I don't L"J.hf up ahyf‘l.hy w‘l./e AS boSS or the cuStomers are f‘ef’e.

+/16/9%: 1 call up the post office, hoping MM will prck up, Today I'm calling to
Jee J.)r my Ipayc‘acﬁ af‘f]’lfe;[_ Some uf‘af dude Pllck-r HF h(e PAOMG,

417 )0%: I'm mih'h? down the Straat when I get o call on my cell, I'S an
unfamt liar niumber, | PJ.cﬁ it up.

V1S thiS MariSa Jahn? *
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”uA, yeS. Con L Aalp you? ?

RS S - the Ma? Iman 7”)“ L woanfed to ot you Fnow that I think youf IRy

chack o Ived., !

"No, come on W I ocan't be IP'S probably Some juhﬁ matl. I'Ve bean ww'fi‘ny
on A1 r‘l'hy For 9 montAS, I'm of rald 1E'S wot the real deal. Maybe you Should
open 't up. y
From the other end of the Iine I can hear - of ke raStS the Pthe betwean A1S
nack and J‘Aoulc{ef and Fears open the corner of the thelo/pa, ”701', It J'o.yi
’e'.yk Auhcf"éci dotlarS’ and 'Pay to the Order of MariSa Jahn' and 11’ From the us
Treasury, How'S that MiSS Jahn? L tall him that L'll go in o little later to
retrieve the c‘acﬁ, ’

I cancel my meaf!'hf that ofternoon and 70 'ha 545, He Ao o Ihe of cuStomers,
He handS me my mo.l./’ ho wordd ayc‘ahyac{, 1 con tell he haS taken the roll of
P‘ofof tn the camera ahd want$ to 5J'Ve 1t to me but can't, 1 g7ab my JRS chack
and take o wolk around the block, But Since he called me From hi'S cell P‘one, L
realtze that 'htaad of rat’u/‘m‘hj, L will feave Aim o vorce mall. L coll and ok
Aim whether ha wants to 7af o beer after work, 1 then text 1t to him of well So
that ha can more J‘urrePh.h'puJ‘ly chack 1t of wor k. Do U want Lo meel me of tar
you get of F work? -pox 170 |

4 Faw Seconds later, he replia$,  "YaS Loy, maet me ot 7:20 ot .
_L Feyt ‘i.m aya)Ah.' Do you f‘l.hk ),OU cah Lfl'hy tAa camera? ¥
He tayt s Lac/é, ”7uP, ’

I g0 to the Lahﬁ, read the papa’, and take o walk to Kil] fl‘ma_ I 7af there ol
7:20,

He'S Mafe, ahd we 5el‘ pfhf-f of beer, We each down fwo bafore we “eally talk
$ince ho's Just uhw:'hcﬁhy From work and I'm JuSt nervous, | have been wa:'t’;'hy
oh f‘a ec{ya wg.l'f!'hy Fo/‘ f‘e FA0f07faFAJ‘ IC/‘om an cama g _L ?aVa Al'm,

Wl A5t handS me the came’a, Than wa Start with mad [box joﬁaf to clea” the tce o

Lt Me: "Hey thanks For Lffhyl'ny this, you Frow, you could have loft your Small
Ipo.ckc.ye Somewhere up In my L:Ay, LJ'5 box; L would have Found 1t, 7 4nd IR
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”Yﬂa" well _L triaed fo Stuff my ’Dmcia?a Ih youf box bul Jlf juJ‘f wgﬂ],{h'f )C)f #
TAJ'-f 5;095 oh ipvf a w):l}'a_

Fl.ha”y, we Falk about the letter. He deScribes how difFicult it actually 15 to
acc@m'ph.-ﬂ the Pfoj-ecr.‘ he Aa-f to wnl.r till s LoSS 1St f‘afa, but l’)l the time
the bos3 leaves Aim afone, all the matl has al7eadly been Pi'cﬁec! up and en roule fo
tharr daStinations, But he defcribes Aow he perSavarad: of all n'ma-i‘, he kapr
the latter inthe pocket of hiS work pants So that he could hove 1t ready of Aand
Should he gef the vPFoffum'f, to place It in Somaone'S matl,
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M /50 AandS me o ISt [See below] of the all Placa-f where ha'$ r‘affac] the
Jetter: J“npefcl'-fw./fe’ x}’}' G.yew.\fjﬂ."l)v' xvfﬂn)' Muhc‘ﬂh’. Gefm?hy)' AhC%of'ngo,
Ala-"r&a; BGJ‘j‘I.hy’ CAJIha; Loursvilla, Kahfucﬁy; efc, He ¥ c{aflf‘feel' with the way

he's juJ‘!’ ex panded my, Pfojecf to o 5}0!»0.1’ fevel,

One of the focalions 15 Cambfl‘djra -l PW.ht"' out that he Puf a PJlace of my letter

In my Ouwh m;‘j, and L /'t aven notice 11

vay eCap, ] Aot ff’af:.pezl me Jh my Qwh game!l! He re-wrote the rujes from the

IS dell!

After o Few more Pl.hﬂ', we 'pa"f bmy‘f,

— SANTAFE SPRINGS, A
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The Hermeneutics of
Play in Language/Art/Life
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Rule #1. The Hunt for the Game,
or Establishing Players and Terrain

1f yoH have ever Aunted or
Fished, you will know Fhot
SucceSS 13 Prec;;co.ted oh
I1Stening well, With bass
F;'J‘Ai'hyj for '.hftahce, yoH will
want o notice the angle of

I ght a5 1t AIES tha Variagated
f‘ayl'onf of the water. How
ml?‘f f‘a femPefo.fU/‘é mC f‘a
wal e’ ahd a"" above e?efecf f‘e
f/‘o.cfur;.hy of /ly‘f? w‘at' /5
the time of clay’ ahdf Aow wi il
the acceleration of the Sun

aJ l.t' eyceadsS It hOOh apex

of Fact the clo./'l'fy of vifion
from the Fish's Pefflpecfl.Va?
W‘af /8 f‘a J'Peec{ mt tAe
current and how will thi's

of Fact the wel.yh’ of you’
F).J"l'hy ll‘he,? w‘af a’ e the
colors of the rocks and
StoneS benealh the Surface of
f‘e waler? k/Ao.f weedS and
alyae g7 0w oh theSe J‘ul‘reo.caf’
ahd what colors Pfel'ehf a
Stark contraSt? In what
Seadon are you F)‘J‘Al‘hy’ ahd

'h what davelopmental Sfage

al e f‘a 7/'1475 ahd J.y\J'ach'

In an essay about the Surrealists’ appropriation of Oceanic
art in the early to mid 20" century, art historian Philippe
Peltier describes the hunter’s self-preparation for the
moment of discovery. In the search for the object, the
hunter readies him/herself for the sign that points.

“Discovery is an activity that requires keeping one’s mind
unfetted while also maintaining a state of alertness. Clarity
is achieved at the moment the found object signals to

you. As Breton wrote in one of his most beautiful texts,
(L'Amour Fou), discovering a found object is like a bolt out
of the blue, a magical moment that transports you to the
core of your existence and crystallizes your desires in a
lightening flash. Attention now shifts to the object . . . This
the gateway to collecting.™™

For Peltier, then, part and parcel with the object’s discovery
is the preceding moment of self-reflection. Discovery,

then, may have little to do with the object itself but its
anticipatory desire. In “The Storyteller”, Walter Benjamin
also describes the affective dimension structuring an
acquisition. While this ‘acquisition’ for Peltier is in the hunt
for the object, for Benjamin’s storyteller, the sought-after
thing is the story. In either case, the end-goal is neither
object nor reportage but their raconteur’s experience. “[The
story] does not aim to convey the pure essence of the
thing, like information or report. It sinks the thing into the
life of the storyteller, in order to bring it out of him again.
The travels of the storyteller cling to the story the way

the handprints of the potter cling to the clay vessel.” For
Peltier and Benjamin, discovery and storytelling enriches
one’s sense of belonging in the world. Through narration,
the individual affirms the constructive relation between



the individual affirms the constructive relation between
subject and surrounds.

For Kierkegaard, the process of loving one’s surroundings
is an ethical imperative that precedes the determination of
meaning. He writes,

“Even the least, the most insignificant, the most
unimpressive, the poor little flower disregarded by even
its immediate surroundings, the flower you can hardly
find without looking carefully—it is as if this, too, had said
to love: Let me become something in myself, something
distinctive. And then love has helped it to become its own
distinctiveness, but far more beautiful than the poor little
flower had ever dated to hope for. What love!™

In other words, for Kierkegaard, self-acceptance and self-
love is predicated on the love for another. “. . .true love,
the self-sacrificing love, which loves every human being
according to his distinctiveness, is willing to make every
sacrifice—it does not seek its own. Love does not seek its
own. . .” ltis this selfless attendance towards the other
that founds Kierkegaard’s philosophy.

Undergirding the explorer’s hunt for the artifact, the
storyteller’s search for a story, and Kierkegaardian is

the quest for the exotic Other. Driving this search for

that which baffles, edifies, and inspires is the desire

to swoon in the face of difference and self-reflexively
assess one’s assumptions about selfhood. Oppositional
to a model of ontological self-containment, this model of
openness towards alterity (otherness) posits selfhood as a
constructive process by which the self extends outwards,
adjusts, and renews in relation to contingency and
incidence. Martin Buber identifies the desire for heterology
as a “primal longing for relation.”s He writes:

In the drive for contact (originally, a drive for tactile contact,
then also for optical contact with another being) the innate
You comes to the fore quite soon, and it becomes ever
clearer that the drive aims at reciprocity, at “tenderness.”
But it also determines the inventive drive (Urbebertrieb) . .
. and thus the product is “personified” and a “conversation”
begins.

Buber further suggests that the “craving for the You” is

a necessary component to a child’s development. To
summarize, for Buber, self-actualization is predicated on
the relational involvement.
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Only through reciprocal exchange is the stranger within®
discovered. Further, this mediation between Self and
Other is where one recognizes boundaries, one’s own
particularities, one’s historicity. In those moments

when one anticipates approaching the heterological
Other, one deliberates the proper address, switching
modes of communication, protocol, lexa—or what Doris
Sommer refers to as a game of “code-switching” and
“side-stepping.”™ Through the process of weighing
modes of self-presentation or translating between socio-
linguistic registers, the subject at that moment occupies
a philosophical relation to language. Writes Sommer:
“Bilinguals develop a ‘metaconsciousness’ to coordinate
(Bakhtin might say orchestrate) alternative ego-positions
and to withstand shocks with more mechanisms than
monolinguals deploy.”™ This metaconsciousness is that
antechamber where the binaries such as subject/object,
familiar/distinct, I/Thou, etc. commingle, where the
language is de-universalized. Underscoring the ideological
importance of agonistic difference’ in democratic polity-
formation, Sommer writes, “[Externality] is also a condition
of democracy. In bilingual aesthetics, externality is
always visible and audible and it goads movement

rather than marks impasses. Multitongued engagements
are opportunities for a range of performances and
asymmetrical receptions.”™ For Sommer, an aesthetics of
difference drives (“goads”) movement forward and offers
surprise. As Sommer writes, “. . . jouissance happens
when one tongue invades another.”™ When “rubbing words
the wrong way feels right™, when codes collide, the effect
produced embraces risk-taking, worldly engagement.

Taking Sommer’s focus on linguistic bilingualism as a

point of departure for thinking about a more generalized
notion of hybridity, | am interested in those moments in
code-switching between socio-linguistic registers and
protocols. What happens in that brilliant hand-to-hand
encounter between the etiquette adopted for one’s inlaws,
the propriety of a business letter, the contemplative or
interrogative tone of the academic inquiry, the crudity of the
first person narrative?

In this game, its players are not just code-switchers but
code-hackers and the terrain is those things “-meta.”
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Rule #2.

The Approach,

or Mediating Alterity
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Replete with the trace of its procession—stamps, wrinkles,
stains, tears—the postal letter suggests its sojourn--the
post office, the mailman’s bag, the mailbox, the desk of
its addressee, etc. Delivered directly into the home of
another, the letter becomes a gift, signal, Trojan-horse,
imposter, or augur, gaining access to places otherwise
unavailable. Handled by both writer and reader in
moments of solitude, letters invite intimate moments

of the touching and viewing. A stand-in for the body of
the corporally absent Other, the sensuality of epistolary
exchange operates through “the very reversibility of the
flesh, where touching also means being touched.”

How is it that the letter so uncannily evokes an imagination
of its geographic travel? How does the notion of an
embodied visuality assist in understanding the symbolic
force of the written letter? How does understanding the
relationship between visual and haptic sensing help
explain how we phenomenologically apprehend the world?

In Atlas of Emotion, film critic Giuliana Bruno problematizes
the assumption that Western post-Enlightenment
philosophy singularly privileges vision over other

senses. By locating counter-exampies, Bruno presents
an epistemological thread that binds vision and touch as
the sensations involved in geographical travel and self-
location. In Etienne Bonnot de Condillac’s Treatise on the
Sensations (1754), Bruno points to the passage where the
author describes the limitations of vision: “The eye in itself
is incapable of seeing space outside itself.”»@ But despite
the inadequacy of vision, the sensation of touch “extends”
the sensation of sight--“We are led to attribute to sight



ideas what we owe to touch alone”--leading Condillac to
conclude that the human perception in fact synchronously
deploys and commingles vision and touch to achieve a
sensory apprehension of the world. Condillac summarizes,
“When considering the properties of touch | came to the
conclusion that it was capable of discovering space and
also of instructing the other sense to relate their sensations
to bodies extended in space. . .With the aid of touch, [the
eyes] come to judge objects which are in space.”®

Building from Condillac and other philosopher’s
phenomenological writing, Bruno presents her own thesis
about the commutability of the senses. She writes,

Touch is a sense actively involved with the locomotive
capacity of the body and with its kinesthetic perception.
Because the haptic realm is not simply inclusive but
“comprehensive” of this motile touch and its kinesthetics
the haptic, in a way, becomes an actual geographic
sense. In our haptic experience of reaching, an extended,
imagined, and even global touch is achieved. Hence
contact, exploration, and communication are to be
considered haptic activities. . . A participatory aspect is at
work in this kine(sthe)tics, for the haptic involves a sense
of reciprocity. The haptic, as its etymological root suggests,
allows us to come into contact with people and the surface
of things. Thus, while the basis of touch is a reaching out
—for an object, a place, or a person (including oneself)—it
also implies the reverse: that is, being touched in return.

. Furthermore, we should consider that, as a receptive
function of skin, touch is not solely a prerogative of the
hand. It covers the entire body, including the eye itself,
and the feet, which establish our contact with the ground.
Conceived as such a pervasive enterprise, the haptic
sense actually can be understood as a geographic sense
in a global way: it “measures”, “interfaces”, and “borders”
our relation to the world, and does so hab|'(ually.ac

Bruno assertion that “the haptic sense actually can be
understood as geographic sense in a global way” explains
how we phenomenologically understand the written letter
as an import from the space of the Other: in touching the
letter, by extension we understand the way that it interfaces
with the world. When receiving a letter we apprehend the
sum-total of deferred “interfaces” involved in arriving at its
destination. Through this imagined passage, the letter—
received from locations faraway or local--metonymically
imply their vector of geographic navigation.

But the MetaFormance letters traverse both geographic
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and psychic boundaries. Sent on an indulgent course,

they venture towards carnality. Soliciting its recipient to
place the letter inside their body, to touch their blood, to
violently shred it to bits, to instigate its decomposition, the
letters symbolically enact rites of sex and death. Taking up
Freud and Mary Douglas’ theories on totemism, taboo and
purity, we return to Kristeva’s assertion that abjection is
‘socialized’ as the inverse of law and order:

The abject is related to perversions. The sense of abjection
that | experience is anchored in the superego. The abject
is perverse because it neither gives up nor assumes a
prohibition, a rule, or a law, but turns them aside, misleads,
corrupts, uses them, takes advantage of them, the better
to deny them. It kills in the name of life—a progressive
despot; it lives at the behest of death. . .That is the
socialized appearance of the abject.>

Thus, abjection and order involve a mutual disavowal.
Summarizing Kristeva’s position, Elizabeth Gross writes
that for the child, taking up of the symbolic order entails a
the codification of body and speech.

The ability to take up a symbolic position as a social

and speaking subject entails the disavowal of its modes
of corporeality, especially those representing what is
considered unacceptable, unclean, or anti-social. The
subject must disavow part of itself in order to gain a stable
self, and this form of refusal marks whatever identity it
acquires as provisional, and open to breakdown and
instability.2®

This necessarily “disavowed part of [the] self” refers
to those parts of the corporal and social body that are
deemed impure and unstable.

What happens when this “disavowed part of [the] self’

is personified? What agency does this figure, devil, or
humunculus assume? Slavoj Zizek describes the psychic
liberation in deploying an object-thing to substitute for the
self: “By surrendering my innermost content, including my
dreams and anxieties, to the Other, a space opens up in
which | am free to breathe: when the Other laughs for me, |
am free to take a rest; when the Other is sacrifices instead
of me, | am free to go on living with the awareness that

| did atone for my guilt; and so on.”s" For Zizek, psychic
displacement—whether as god or fetish-—in fact regulates
normalcy. Even for the individual who “knows better”, their
self-consciousness does not obviate the experience of
cathartic release.



Fulfilling escapist and scopophilic fantasies, the
MetaFormance letters exceed and invade borders, passing
through a sea of hands that relay and relay and relay the
letter towards its destination until it is finally deposited
directly into the private domestic interior of another.
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Rule #3.
The Appeal,

or Soliciting Communion
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Within epistolary communication, the intended reader
may be its recipient (the dialogist), the reader of the
letter-never-sent (the voyeur), the scriptor him/herself
(the monologist or narcissist). So too, there may be
multiple audiences. Regardless of putative addressee,
each entreats its reader to devote their rapt attention.
For Roland Barthes, the desire in written language is
refractory: “What we desire is only the desire the scriptor
has in writing, or again: we desire the desire the author
had for the reader when he was writing, we desire the love-
me which is in all writing.”29

In epistolary communication, when the letter stands in for
the corporally absent scriptor or reader, the schema of
epistolary correspondence takes on a liturgical process
that conflates the letter with lover: a thoughtful literary
composition signifies the writer's devotion to its recipient,
the sending of the letter is analogized as a bodily emission,
the reception of the letter signifies the addressee’s
reception of desire. In Paper Machine, Derrida writes:

Paper echoes and resounds, subjectile of an inscription
from which phonetic aspects are never absent, whatever
the system of writing. Beneath the appearance of a
surface, it holds in reserve a volume, folds, a labyrinth
whose walls return the echoes of the voice or song that

it carries itself; for paper also has the range or range of a
voice bearer. . .Paper is utilized in an experience involving
the body, beginning with hands, eyes, voice, ears; so it
mobilizes both time and space.®"

He laments:



| do slightly miss the long time, the intervals, and the
rhythm that then used to mark the history of written text,
all is comings and goings before publication. It was also
the chemistry of a conscious or unconscious process of
maturation, the chance of mutations in us, in our desire, in
the bodily closeness with our text in the hands of the other.

ai

In other words, paper is an exteriorated ‘subjectile’ that
reveals and conceals the body. As an external boundary
of the body it becomes a prosthetic locus of sensual
pleasure. The erotic pleasure of the text emerges from
within this metaphysical tension between body and paper,
the doting intimacy one bestows on paper, the time and
space created through reading and writing.

In Postcards: From Socrates to Plato and Beyond (1987),
a series of letters exchanged between Derrida and a
putative lover, the author writes, “. . .you see that | am
writing it to you, you are touching it, you are touching the
card, my signature, the body of my name--and it is indeed
you who, now, right here. . .--do you love me?"3 Upon
receiving his lover’s ietter, Derrida writes: “| am spending
my time rereading you.”* The plot unfolds through the
sending and receiving of correspondence and complicates
as their epistolary exchange supersedes their relationship.

Presaging the problem of conflating epistolary exchange
with the relationship itself. Derrida writes, “You yourself
explained to me that the jealousy begins with the first
letter.”® And later, “[| can hardly bear] the day when you
no longer will et me put the dot on my Is, the sky will fall
on my head and the fall will be endless. . .”™ For Derrida’s
protagonist, the love of language has replace the lover for
another. As Freud warns, “The case [of fetishism] becomes
pathological only when the striving for the fetish fixes itself
beyond such determinations and takes the place of the
normal sexual aim; or again, when the fetish disengages
itself from the person concern and itself becomes a sexual
object.”" In failuring to distinguish the love for another with
the love of language, language becomes the fetish that
overshadows the lover’s primacy.

The monological nature of Derrida’s letter is made
clear when Derrida demands that the recipient of his
letters return to him all the letters he sent. Enraged,
she responds, “Whose letters are these, anyways?”
Derrida has assumed they are his; in doing so he has
annulled her voice. Lacan considers the discovery that
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the addressee of epistolary exchange is the scriptor
himself. “Might a letter to which the sender retains certain
rights then not belong altogether to the person to whom

it is addressed? Or might it be that the latter was never
the true addressee?’° Lacan explicates the ethical
consequences of narcissistism’'s demand. “Demand
already constitutes the Other as having the ‘privilege’ of
satisfying needs, that is, the power to deprive them of
what alone can satisfy. The Other’s privilege here thus
outlines the radical form of the gift of what the Other

does not have—namely, what is known as its love.” For
Lacan, when the demand formulates the Other as the one
who can fulfill, this designation objectifies the Other, thus
denying him/her of a selfless love. “[The demand for a
response] annuls the particularity of everything that can
be granted, by transmuting it into a proof of love, and the
every satisfactions demand obtains for need are debased
to the point of being no more than the crushing brought on
by the demand for love.” In other words, when the proof
of love pre-structures a response, it obviates an authentic
response. Summarizing Lacan’s notion of narcissistic love,
Mark C. Taylor writes about the individual who is unable
to recognize their image-reflection (the imago) as split
from the self; he/she then is unable to see the Other and
collapses the Other into his/her own ego:

The pleasure that the specular ego longs for arises
through a process of ‘identification’. . .Since it is ruled

by the principle of identity, the pleasure-seeking ego is
inevitably ‘auto-erotic’. In different terms, the effort of the
speculative l/eye to see itself in every ‘other’ is essentially
narcissistic. The love of the ‘I is always an amour-propre.
Such narcissistic love is inseparably bound up with
aggression. Unwilling to tolerate difference, the ‘loving’ ‘I’
seeks satisfaction by dominating others and assimilating
difference. This struggle for mastery is the psychological
form of the ‘will to power’ that Heidegger believes to be
characteristic of the modern philosophy of the subject.

The ‘specular ego’ then both seeks to identify with and
destroy its object of identification. The narcissistic drive
characterizing the epistolary exchange in Postcards
resounds throughout Derrida’s other philosophical writings
which assume iove is always a self-love, or amour-propre
(a return to oneself). But to understand Postcards as a
mediation on love overlooks the epistolary exchange as a
mediation with death and the Unconscious.

For Derrida, the emission/reception of postcards is likened



to the game (Fort/Da) played by Freud’s infantile grandson
who throws and recoils a spool of thread in response to his
mother’s egress and return. Freud and Derrida speculate
that this repetition of this game permits the child to witness
presence/absence, death/return. This pleasurable and
painful impulse originates from what Derrida refers to as
the self-appropriating drive (‘proper’ or ‘se proprier’), a
drive stronger than both life and death that involves a self-
distancing and self-return--a telos. Derrida articulates the
mechanics of the ‘proper’ drive:

The step must occur within [the organism], from it to it,
between it and itself. Therefore one must send away the
non-proper, reappropriate oneself, make oneself come
back [revenir] (da!) until death. Send oneself [s’envoyer]
the message of one’s own death. Such would be the
function of these component drives: to help (auxiliary
function) to die one’s own death, to help (function of
assistance: to assist in death) in death’s being a return to
the most proper, to the closest to oneself, as if to one’s
origin, according to a geneological circle: to send oneself
[s’envoyer].>

In other words, the exteriorizing drive within “geneological
circle” takes place through the heterological Other.
“Heterology is involved, and this is why there is force, and
this is why there is legacy and scene of writing, dlstancmg
of oneself and delegation, sending, envoi.”

Despite his intentions of scripting a role for the Other,
one is always left wondering whether there is indeed a

place for radical and unpredictable alterity within Derrida’s

universalizing philosophy. What happens if the Other
doesn’t want to take part in Derrida’s solipsistic mediations
with death? Derrida writes of the resistance within the
echo’ but what happens when the echo is an embodied
voice with an agenda of its own? What happens when the
voice of the Other is a chorus?

1 See Derrida’s writing on Echo and Narcissus in
Positions.
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Rule #4.

The Delivery,

or, the Medium and its Specter
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A specter of speech and an almost- drawing, the printed
word lies between. The printed word mystifies by its
capacity to cajole and spurn, to mirror (e.g., mimesis)

or officiate (e.g., performative utterance). In a recent
riposte to the charge that his speeches were more fluff
that substance, Massachusetts governor Deval Patrick
alluded to the language’s historical role in enacting social
change. “We hold these truths to be self-evident that all
men are created equal’ -- just words,” . “We have nothing
to fear but fear itself’ -- just words. . . . ‘| have a dream’ -
just words. They're all just words.” Patrick suggests that
mere words bear significance on the course of history and
justice.

Invoking the metaphysics of the printed word, Derrida
writes, “. . .and | write to you that | love the delicate

levers which pass between the legs of a word, between

a word and itself to the point of making entire civilizations
seesaw.” The majesty of language, again, is its ability
to command from the position of its near-absence, its
near-nothingness. It is language’s evanescent quality that
renders its material substrate haunt all the more.

In an age of electronic communication, the materiality

of paper gains in its evocative force by virtue of its
near-obsolescence. At this particular moment in time,
email communication surrounds the exchange of paper
documents, supporting paper’s legacy as signifier of the
real. Forinstance, even today, contractual exchanges
between entities may involve the preliminary exchange of
emails that ensure and confirm the reception of the paper
document. One might even attach an electronic document



whose parameters (8.5 x 11 inches with one margin
border) refer to original paper documents. And still, one
prints out important documents as a guarantee against the
short life-span of electronic data storage. The spectrality
of the paper document is all the more prescient to those
traveling from industrialized and lesser-developed places
where paper documents still reign.

In essence, the preeminence of a dematerialized writing
technology (e.g., email exchange) produces the paper
letter’s fetishistic and spectral puissance. Slavoj Zizek -
writes, “. . .in our postmodern age, what we witness

as the gradual dissipation of the very materiality of the
fetish.”av Zizek uses the example of electronic money,

a dematerialized medium whose spectral presence we
sense only through its effect. “. . .the paradox is that

with this spectralization of the fetish, with the progressive
disintegration of its positive materiality, its presence
becomes even more oppressive and all-pervasive, as

if there were no way the subject can escape its hold.”
According to the “progressive disintegration” of “positive
materiality,” the email stands in for the paper letter, which
stands in for the word spoken by the absent Other, which
stands in for the Law (per Lacan) or the Other (per Zizek).
Moreover, the spectralized fetish signifies by summarizing

or invoking the entire (synecdochal) chain of replacements.

“[It is a] paradoxical fact that the dimension of universality
is always sustained by the fixation on some particular
point."a¥

In this way, by understanding the implicatives invoked by
the printed word, the player of language games finds a
well-stocked storehouse for linguistic repartee...
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Rule #5.

The Rapture,

or, Pleasure in the Hermeneutics of Play
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In games whose rules are unknown, the ideal player

is someone enticed by the prospect of writing its rules
anew, someone who willfully suspends belief, someone
who opens towards the future. The temporality of the
indeterminate game is an endless “what if’ and “remember
when”; its tone is interrogative (questioning existing order
and law), propositional (suggesting anew), and reflective
(recalling an alternative). As a protected space of deferred
judgment, players by definition must be ready to trust. In
this way, the hunt for a player is a search for someone
with whom to keep secrets. As the anthropologist Johan
Huizinga writes,

The exceptional and special position of play is most
tellingly illustrated by the fact that it loves to surround itself
with an air of secrecy. Even in early childhood the charm
of play is enhanced by making a ‘secret’ out of it. This is
for us, not for the ‘others’. What the ‘others’ do ‘outside’

is no concern of ours at the moment. Inside the circle of
the game the laws and customs of ordinary life no longer
count. We are different and do things differently.?

Huizinga suggests that the space of play is a self-
contained space that sets itself apart from a broader set of
(hegemonic) order. The mystery of the game is the logic of
its self-containment, the system of its governance. Writes
Huizinga:

Inside the play-ground an absolute and peculiar order
reigns. Here we come across another, very positive
feature of play: it creates order, is order. Into an imperfect
world and into the confusion of life it brings a temporary,



supreme. The least deviation from it ‘spoils the game’,
robs it of its character and makes it worthless. The
profound affinity between play and order is perhaps the
reason why play, as we noted in passing, seems to lie to
such a large extent in the field of aesthetics.b®

Play, then, offers a temporally delimited space for
transgression of social mores, intensification of feeling,
assumption of alternate personage, and more. Exuberant
and excessive, oppositional to normativity, play can only
ephemerally exist. The ephemeral nature of play draws
attention its bounded nature: “Indeed, as soon as the rules
are transgressed the whole play-world collapses. The
game is over. The umpire’s whistle breaks the spell and
sets ‘real’ life going again. . .Play beings, and then at a
certain moment it is ‘over.’ It plays itself to an end.™ The
importance of sanctioned transgression is underscored
through anthropological examples in which the individual
self-liminalization is regarded as a socially-regulating rite
of passage. In his field investigations of the Nbemu, a
Central African tribe, anthropologist Victor Turner studied
a ritual in which adolescent boys become temporarily
dispossessed of their belongings, divested of their status in
society, and appear different through dress and costume.
He describes the social importance of ‘liminality’:

Liminality may be partly described as a stage of reflection.
In it those ideas, sentiments, and facts that had been
hitherto for the neophytes bound up in configurations

and accepted unthinkingly are, as, it were, resolved into
their constituents. These constituents are isolated and
made into objects of reflection for the neophytes by such
processes as componental exaggeration and dissociation
by varying concomitants.b*

Those in this state of ‘liminality’ are considered
ontologically separate from the social whole, a bifurcation
reflected even in the grammatical use of a separate

noun structure to refer to these youth. In their bounded
state, they are endowed a freedom to temporarily create
alternate structures of meaning. Turner writes, “Liminality is
the realm of primitive hypothesis, where there is a certain
freedom to juggle with the facts of existence. As in the
works of Rabelais, there is a promiscuous intermingling
and juxtaposing of the categories of event, experience, and
knowledge, with a pedagogic intention.”™ Significantly,
these youth then undergo a ritual to be re-integrated back
into society.

While theorists such as Huizinga, Victor Turner, and
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Caillois™ focus on the social function of rituals such as
play, the 20" century hermeneutic philosopher Hans Georg
Gadamer methodologically shifts the anthropological

gaze from the production of play to its philosophical
consideration. Imparting to the field of study his
phenomenological heritage, Gadamer consistently de-
ontologizes social givens and interprets them in terms of
process and perception. For example, Gadamer questions
whether it is not the game that grips its players but instead
the player’s capacity to participatorily enact a sacral space
of play through the discovery of its order:

The attraction of the game, the fascination it exerts,
consists precisely in the fact that the game masters its
players. . .The real subject of the game is not the player
but instead the game itself. What holds the player in its
spell, draws him into play, and keeps there is the game
itself. This is shown by also by the fact that every game
has its own proper spirit.”

For Gadamer, the game’s “proper spirit” appears as
transcendent, unfolding for its players to interpret. “[Play]
presents itself’ through the player’s negotiations and
interactions and takes place as a process ‘in between.”d
In other words, the search for a player is ultimately the
desire to achieve a state of that ecstasy in which the game
reveals itself, delimits the playing field (terrain), names its
players, and proscribes the actions. Huizinga describes
being apprehended by this rapture: “The joy inextricably
bound up with playing can turn not only into tension,

but into elation. Frivolity and ecstasy are the twin poles
between which play moves.™" This ecstasy and frivolity
occurs when the individual perceives him/herself as an
agent within a larger unfolding system.

Similarly, the protagonist of Derrida’s Postcards engages in
the tragicomedy of a letter-writer’s agony and ecstasy--the
writing and rewriting of the same two lines, the nod from .
the mailman, the incessant anticipation of an auspicious
sign, signaling an the letter’s reception and response, etc.
Derrida writes,

When | am creating correspondence, | mean when | write
several letters consecutively, | am terrified at the moment
of putting the thing underseal. And if | were to make a
mistake about the addressee, invert the addresses, or put
several ietters into the same envelope? This happens to
me, and it is rare that | do not reopen certain letters, after



having failed to identify them by holding them up to the
light at the moment of throwing them into the box. My
sorting and my postal traffic is this scene. It precedes and
follows the last pickup, the other one, the next one, or the
one | missed. The obsessional moment occasionally lasts
beyond the imaginable. Once the letter or the lot of letters
is gone (I have finally unclenched my hand), | can remain
planted in front of the box as if before an irreparable crime,
tempted to await the following pickup in order to secure the
facteur and to take everything back, in order to verify at
least one last time the adequation of addresses.”

For Derrida, the postoffice and mailperson personifies the
site of epistolary convergence. Perceived with heightened
sensibility, they become folded into the protagonist’s
drama. Describing his relationship with his postmaster,
Derrida writes, “l think she really understands me, she
would like to take part in a great scene that she does not
see, she treats me a bit like a son who comes to make
obscene confidences to her.”

Like Derrida’s protagonist who knows he himself invented
the “postal pleasure,” the player of the make-believe game
is likewise lured by the game that seemingly possesses an
interior logic. Writes Gadamer:

The players are not the subjects of play; instead play
merely reaches presentation (Darstellung) through the
players. . .The movement backwards and forward is so
central to the definition of play that it makes no difference
who or what performs this movement. The movement of
play as such has, as it were, no substrate. It is the game
that is played — it is irrelevant whether or not there is a
subject who plays it. The play is the occurrence of the
movement as such.’

For Gadamer, play is not just the discovery of transcendent
order and ontological thresholds. “Play is more than a
subjective act. Language is more than the consciousness
of the speaker; so also it is more than a subjective act.”™
Gadamer uses the term “transformation into structure”

to name this process by which language or play become
“something more™:

| call this change, in which human play comes to its true
consummation in being art, transformation into structure.
Only through this change does play achieve ideality,

so that it can be intended and understood as play . .
.Transformation means that something is suddenly and
as a whole something else, that this other transformed
thing that it has become is its true being, in comparison
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with which its earlier being is nil. . .Thus transformation
into structure means that what existed previously exists
no longer. But also that what now exists, what represents
itself in the play of art, is the lasting and trued™.

Gadamer'’s invocation of ever-lasting ‘truth’ problematically
recalls the universalist claims of Kant’s transcendental
consciousness. Nonetheless, | find Gadamer’s description
of this process useful for describing the experience of

the player who perceives the game’s rules as exterior

and requiring divination. But Gadamer alos puts for that
“genuine play possesses besides its formal characteristics
and its joyful mood, at least one further very essential
feature, namely the consciousness, however latent,

of ‘only pretending’. The question remains how far

such a consciousness is compatible with the ritual act
performed in devotion.”™ Assenting to the player’s double
consciousness, Gadamer continues:

Play fulfills its purpose only the player loses himself in

play. Seriousness is not merely something that calls us
away from play; rather, seriousness in playing is necessary
to make the play wholly play. The player knows very well
what play is, and that what he is doing is ‘only a game’; but

he does not know what exactly he ‘knows’ in knowing that.
bo

Acknowledging that the players by definition know that the
game is “only a game” seems to undermine Gadamer’s
insistence that play is transcendental. This nugget of
implausibility and philosophical instability, however,
reminds us that Gadamer’s hermeneutics describes the
player’s experience of invoking the universal sublime, this
sensation does not necessarily confirm its existence. What
Gadamer’s hermeneutics of play obscures is that while the
rules or logic of the game appear as divinely exterior and
transcendent, they are in fact (eschatological) rarefactions
of those same historical symbolic structures that present
themselves through the myths, language, and body of the
subject.



Conclusion
The Rejoinder,

or, Ellipses & Eschatology...

| take up Derrida’s consideration of the ellipses -- “. .

." - that figure of speech that extends declarations into
time and space. Through their textual insertion, the
ellipses ambiguates the preceding and succeeding
declaratives, reframes them as either quasi-questions,
and defers resolve. For Derrida, the conclusion of a

book (a production delimited by an author and reader)
signals its return as a text (discourse divorced from its
authorial creation and open to interpolation). Through

the death of the author, the book is (re-)inaugurated

into the continuity of discourse. Derrida describes the
process by which the ellipsis paradoxically both closes a
statement and joins it to others: “Within the elleipsis, by
means of simple redoubling of the route, the solicitation of
closure, and the jointing of a line, the book has let itself be
though as such.”™ Through its indeterminacy, the ellipses
thus commands, luring the reader and writer towards
transcendence. “Itis there, but out there, beyond, within
repetition, but eluding us there. It is there like the shadow
of the book, the third party between the hands holding the
book, the deferral within the now of writing, the distance
between the book and the book, that other hand.”®
Conceived in terms that echo the structure of Freud's
drives, Heidegger's ‘Being towards Death’, and Nietzche's
‘eternal return’, Derrida writes,

.. .what disposes it in this way, we now know, is not

the origin, but that which takes its place which is not,
moreover, the opposite of an origin. It is not absence
instead of presence, but a trace which replaces a presence
which has never been present, an origin by means of
which nothing has begun. Now, the book has lived on

this lure: to have given us to believe that passion, having

.......................



originally been impassioned by something, could in the end
be appeased by the return of that something. Lure of the
origin, the end, the line, the ring, the volume, the center.”r

Derrida’s interpretation of the “lure” makes for an
interesting comparison with Foucault’s historicist model for
understanding the production of discourse. For Foucault,
authorial divestiture is described as a process by which
objects (“positivities”) and their (spatial) interrelation render
order.

At the moment when language, as spoken and scattered
words, becomes an object of knowledge, we see it
reappearing in a strictly opposite modality: a silent,
cautious deposition of the word upon the whiteness of

a piece of paper, were it can possess neither sound nor
interlocutor, where it has nothing to say but itself, nothing
to do but shine in the brightness of its being.?

In The Archaeology of Knowledge, Foucault describes a
‘positivity’ as that which has become exterior to the human
subject and part of an intelligible order:

“Different oeuvres, dispersed books, that whole mass
of texts that belong to a single discursive formation. .

.communicate by the form of positivity of their discourse. .
”n bl

In Foucault Revolutionizes History (1997), Paul Veyne
explains a paradox which he cites as Foucault’s ‘most
original thesis." Veyne summarizes, “What is made, the
object, is explained by what went into its making at each
moment of history; we are wrong to imagine that the
making, the practice, is explained on the basis of what is
made.” ®™ Veyne uses the term ‘rarefaction’ to describes
how Foucault envisages this process of exteriorization:
“The method thus consists. . .in understanding that things
are only objectivizations of determined practices and
that the determinations must be brought to light, since
consciousness fails to conceptualize them.” The object,
once rarified, becomes a self-evidentiary message from
which we gain vantage on the entire network of distinct
sites that reveal the order of things.

Derrida and Foucault both describe the process by
which text (re)joins discourses. By combining Derrida's
deconstructivist perspective on authorial divestiture
(embodied in the figure of the ellipse) and Foucault's
historical ontology (characterized in his notion of
“positivities”), together we describe a way that the drives



within writing reveal their historical subjectivity. Both
theorists, however, unsatisfactorily describe the pleasure
and horror induced by that eschatological moment of
textual rarefaction. Certainly, there is an exhilaraton @~ """
at the very moment in which writing becomes divorced =~ - o
from the body who wrote it. Rejoining Kristeva, Elizabeth ~  ........................
Gross identifies the uncanny moment of recognizing bodily
ejection as a moment of comprehending (in)finitude.

“Abjection is a reaction to the recognition of the impossible
but necessary transcendence of the subject’ s corporeality,
and the imputer, defiling elements of its uncontrollable < e
materiality. Itis a response to the various bodily cycles of - ... ..o
incorporation, absorption, depletion, expulsion, thecycles ... ... ... .............
of material rejuvenation and consumption necessary
to sustain itself yet incapable of social recognition and
representation.™

While for Kristeva, a comprehension of transcendenceisa @~ """ " e
bodily, eschatological intuition, for Bataille, a fundamental - - - v v
existential isolation finds transcendence in communication: ~ ............. ... ... ...,
Reproduction implies the existence of discontinuous
beings. Beings which reproduce themselves are distinct
from one another, and those reproduced are likewise
distinct form each other, just as they are distinct from their
parents. Each being is distinct from all others. His birth, - -------rrervrreern.n
his death, the events of his life may have an interestfor -« .o L
others, but he alone is directly concerned inthem. He ... ... ... ... .......
is born alone. He dies alone. Between one being and
another, there is a gulf, a discontinuity.®”

And elsewhere: “To communicate means to try to establish
a unity, to make one of many; this is whattheword e
communion means. In one way or another, somethingis - - -
always missing from the communion sought by humans,  .......................
driven by the feeling that solitude is impotence itself.”™™ ... ... ... ............
For Bataille, then, communication seeks continuity, a
counter-measure to existential isolation. Comparing
Bataille’s affirmation of communion points out the
antihumanist thrust within Derrida’s negative dialecticsand -~~~
pathologization at work in Kristeva’s notion of abjection. - ... ..o

| want to offer the ellipses as a -meta figure that sutures
discrete bodies into a constellation of polyphonic
discourse. As the space between determination, it
embraces ambiguity, polyphony, and slippage. As that
metonmymizing mark that conjoins part to whole, book s
to text, the ellipses seeks to rejoin the singular withthe - v



130

“oceanic™--a term Freud used to refer to limitlessness
and continuity. Like the game of Fort/Da, the ellipses
enables the witnessing of death and transcendence.
Spectrally present, the ellipses drives the work towards
its eschatological rarefaction and that moment where, by
virtue of its externality reveals the historicity of its own
production. The ellipses opens the statement towards
others, inviting its interpolation, a call for the Other to
partake. Like the Surrealist game of Exquisite Corpse in
which one part of the figure is drawn, then left for others
to successively fill, the ellipses is an invitation for the
heterological rejoinder.



Appendix

(Career Advice from http://www.career.vt.edu/JOBSEARC/coversamples.htm, accessed 5/4/07)

All cover letters should:

Explain why you are sending a resume. Don't make the reader guess what you are
asking for; be specific: Do you want a summer internship opportunity, or a permanent
position at graduation; are you inquiring about future employment possibilities?

Tell specifically how you learned about the position or the organization — a flyer posted
in your department, a web site, a family friend who works at the organization. It is
appropriate to mention the name of someone who suggested that you write.

Convince the reader to look at your resume. The cover letter will be seen first.
Therefore, it must be very well written and targeted to that employer.

Call attention to elements of your background — education, leadership, experience
— that are relevant to a position you are seeking. Be as specific as possible, using
examples.

Reflect your attitude, personality, motivation, enthusiasm, and communication skills.

Provide or refer to any information specifically requested in a job advertisement that
might not be covered in your resume, such as availability date, or reference to an
attached writing sample.

Indicate what you will do to follow-up.

In a letter of application — applying for an advertised opening — applicants
often say something like “I look forward to hearing from you.” However, if you
have further contact info (e.g. phone number) and if the employer hasn’t said
“no phone calls,” it's better to take the initiative to follow-up, saying something
like, “I will contact you in the next two weeks to see if you require any additional
information regarding my qualifications.”

In a letter of inquiry — asking about the possibility of an opening — don’t assume
the employer will contact you. You should say something like, “| will contact

you in two weeks to learn more about upcoming employment opportunities with
(name of organization).” Then mark your calendar to make the call.
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("What Makes a Good Cover Letter”. JobStar.com, accessed 5/5/07.)

. No spelling or typing errors. Not even one.
. Address it to the person who can hire you. Resumes sent to the personnel

department have a tougher time of it. If you can find out (through networking and
researching) exactly who is making the hiring decision, address the letter to that
person. Be sure the name is spelled correctly and the title is correct. A touch of
formality is good too: address the person as “Mr.,” “Ms.,” “Mrs.,” “Miss,” “Dr.,” or
“Professor.” (Yes, life is complicated.)

. Write it in your own words so that it sounds like you--not like something out of

a book. (Electra gets in trouble with libraries when she says things like this.)
Employers are looking for knowledge, enthusiasm, focus.

. Being “natural” makes many people nervous. And then even more nervous because

they are trying to avoid spelling errors and grammatical mistakes. If you need a little
help with grammar (do they still teach grammar?)--check out the classic work on
simple writing, Strunk & White’s Elements of Style, published in 1918 and now online. A
good place to begin is “Chapter 5: Words and Expressions Commonly Misused.”

Show that you know something about the company and the industry. This is where your
research comes in. Don’t go overboard--just make it clear that you didn’t pick this
company out of the phone book. You know who they are, what they do and you have
chosen them!

. Use terms and phrases that are meaningful to the employer. (This is where your

industry research and networking come in.) If you are appiying for an advertised
position, use the requirements in the ad and put them in BOLD type. For example:
the ad says--



(sample cover letter from hitp://www.career.vt.edu/JOBSEARC/coversamples.htm, accessed
5/4/07)

Your Street Address
City, State Zip Code
Telephone Number
Email Address

Month, Day, Year

Mr./Ms./Dr. FirstName LastName
Title

Name of Organization

Street or P. O. Box Address

City, State Zip Code

Dear Mr./Ms./Dr. LastName:

Opening paragraph: State why you are writing; how you learned of the organization or
position, and basic information about yourself.

2nd paragraph: Tell why you are interested in the employer or type of work the employer
does (Simply stating that you are interested does not tell why, and can sound like a form
letter). Demonstrate that you know enough about the employer or position to relate your
background to the employer or position. Mention specific qualifications which make

you a good fit for the employer’s needs. This is an opportunity to explain in more detail
relevant items in your resume. Refer to the fact that your resume is enclosed. Mention
other enclosures if such are required to apply for a position.

3rd paragraph: Indicate that you would like the opportunity to interview for a position or
to talk with the employer to learn more about their opportunities or hiring plans. State
what you will do to follow up, such as telephone the employer within two weeks. If you
will be in the employer’s location and could offer to schedule a visit, indicate when. State
that you would be glad to provide the employer with any additional information needed.
Thank the employer for her/his consideration.

Sincerely,
(Your handwritten signature)
Your name typed

Enclosure(s) (refers to resume, etc.)

(Note: the contents of your letter might best be arranged into four paragraphs. Consider
what you need to say and use good writing style. See the following examples for
variations in organization and layout.)
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(advice to students on applying to jobs, from the Writing Center at Renssalaer
Polytechnic Institute, http://www.rpi.edu/web/writingcenter/cover_letter.html, accessed 5/4/07)

Audience

A cover letter provides, in a very real sense, an opportunity to let your prospective
employer hear your voice. It reflects your personality, your attention to detail, your
communication skills, your enthusiasm, your intellect, and your specific interest in the
company to which you are sending the letter.

Therefore, cover letters should be tailored to each specific company you are applying
to. You should conduct enough research to know the interests, needs, values, and goals
of each company, and your letters should reflect that knowledge.
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