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Abstract

This paper considers the possibilities of investigating politicized subjectivity, through the unique time/space dimensions of mobile technology art interventions.  It links the notion of a Heiddegerian “becoming” to the dislocatory practices of mobile art, as they play out in the “public” spaces of galleries, studios and urban streets.  The paper argues for an understanding of mobile experience that highlights fluid movement in both time and space, and the recognition of chronic dislocation that occurs both materially and theoretically. In this way, mobile art presents transgressive and transformative possibilities for subjectivities and publics, and allows for imaginative self-construction and enhanced democratic practices. The paper illustrates this argument through the authors’ work in the project “Portage, The Canadian Mobile Experience: a collaborative interdisciplinary mobile art project created in downtown Toronto. 

Introduction

In this post-convergence age, characterized by unprecedented speed in technological development and massive environmental, social and economic breakdowns on a global level, we witness a revisiting of technological queries of modernism. Through the lens of our technological state, we are again reviewing relations between individuals and community, tarrying over the meaning of terms such as participation, criticality and public sphere, and reconsidering what it means to make political, critical art.  Theorists have called again for a material politics that challenge post-structuralism’s assumption of discourse as practice, while in contemporary art we see renewed material engagements, as well as experimentation with intersubjectivity.   In these efforts some technological art practices have fostered have, at times, fetishized technology’s power, artifice or liberatory potentials.  There is much room for interventionist art that not only visualizes the interstices of technology, publics and selves, but also brings us to critically reflect upon the meaning of these collisions. 

Much media theory has been devoted to understanding relationships between technology and the public or a so-called public sphere. Metaphysical and post-structural theorists have long queried the notion of subjectivity and community, and some have applied these questions both to the question of the public and to art-making practices. (Guattari & Bains 1995, Howarth 2006, Deutsch 1996) In these discussion and considerations of the social impact of new media, the role of mobile media is an under-theorized area of consideration. Much research to date has employed early adopter data to craft (contested) statements claiming mobile device users primarily desire instant connectivity. (Castells et al 2007). Ito (2005) reads youth mobile user as desire for constant social connection and addresses the complicated social impact of mobile devices. Yet, researchers have yet to fully theorize user (and potential user) interest in the mobile device. There have been little analysis of the potential role of these devices beyond social networking and business use, that queries for example, the value of mobile practices in social politics, art or subjectivity or in an activated sphere of public participation. 

Mobile technologies have been widely adopted across new populations and class lines, presenting deep possibilities for art that queries their computing, communication, and networking characteristics. New mobile apparatuses (such as high end phones), having been born in the information age are able to negotiate layers of time and space data; thus, they assume the globalized location and impact of information and communication. Offering mobility or movement while subjects communicate, mobile environments are apt metaphors for enacting (visually and performatively), testing, and theorizing the role of the individual in politicized social practices, at the site of art. Mobile art development and engagement requires the mediation of theoretical, creative and material approaches, and begs the question of the interrelationship of sociocultural practices and mobile technologies. 
This paper will employ my experience co-leading a mobile art project, referencing two projects that refit standard time/space experiences commonly found in art installations or media art. Through these case studies, the paper evaluates the phenomenological possibilities for subjective self-understanding, transgressive self-becoming and unique social pairings or community building. In so doing, the paper leaps into the field of debate around participatory art and its political and subjectivity ramifications, querying the relationships between interactive art, mobile biases and subjectivity, through the Portage experience.

The project, entitled Portage: A Canadian Mobile Experience, employed an interdisciplinarity team seeking to engage the transgressive potential of mobile environments through practices melding relational aesthetics, participatory design, critical ethnography with careful attention to existing projects in the field. Our interdisciplinary team (of artists, designers, media theorists, and SME partner/consultants) shared an a commitment to engaging political questions regarding how mobile art might foment and inform relations between new technology (mobile media), and politicize social interactions. 

Our team’s practices grew out of firm political interests. We refused to profile users and sought to draw users (with and without mobile devices) into new types of interactions with technologies, in public spaces. We sought to reveal the range of practices that impact mobile use (of connectivity, networking, regulatory biases) that routinely work in coordination with other technologies, such as sensors and screens. We thought resistively toward mainstream mobile research—standard uses of phones and standard ways of describing how they work. Instead, we imagined possibilities for new forms of social interaction, art practice, movement in time and space, and understandings of public space. 
As a result we viewed mobile devices broadly, as multimedia-capable computers in skins that look like cellphones, PDA’s, laptops and WII wands. Mobile became anything allowing an individual to interact via communication channels and be on the move through space and time. Walter Benjamin contended that art was an activist form and conceived of technology as something we should ‘pass through’. As such, we set out to design projects with interactive, “relational aesthetics” that rejected technological nostalgia. Instead, we sought to highlight technology as something that deeply augments contemporary life. We manipulated the interactive bias of mobile technologies, triggering and making tangible the uncomfortable tensions of analogue and digital, tactile and immaterial, individual and social. We understood the subject to be ‘in process’, and viewed art as a process of becoming, reflecting Guattari and Bain’s understanding. (1995) At the end of these experiments, we came to recognize the mobile experience as a distinctive phenomenological and potentially productive political experience. 

In the following, I review the Portage project as an experience built to encourage technologically mediated interventions in public spaces via mobile networks. The essay first grounds a phenomenology of becoming in theories of space and time, and links these to relational art practices. It then presents Portage’s methodology and projects as a case study for considering the possibility for mobile art to advanced critical subjectivity and social interaction, and to create politicized participatory art. Subjective insights and critique are crucial for constructive interventions in our technologically mediated society, with its implications to our global environmental, economic and social crises.  Understandings of  “becomings” at the site our own (mobile) technology arguably present opportunities for deep subjective understanding and inventive, personal interventionist practices that can also trigger technology as solution.

Space, Time and Subjectivity

The radical reclamation of one’s subjective self is aided by understanding the processes by which one comes to understand or frame oneself—one’s process of becoming.   In Being and Time, (1927) Martin Heidegger argued that becoming was tied to time—that “dasein,” the human entity’s being, is intrinsically temporal in an existential sense—is always becoming itself and ultimately becoming its own death.  “Dasein” indicates one who knows the fact of its own being through itself, and understands its ontological, as opposed to merely its ontic, character.
  Heidegger was concerned that the process of coming to know one’s self ontologically is hidden or forgotten. He calls for “Dasein” to resolutely reappropriate its own radical finitude—knowledge of its temporal character, to become authentically itself. 

Writing in a period when time was not a practice that was mediated digitally, Heidegger’s theory requires considerations of the time/space dimensions of new media technologies. And since his time, it has been argued that temporality is merely one component, among others necessary, needed to understand becoming. Despite these cautions, Heidegger’s still vivid lesson is that we might recognize our expectations of finitude to better know ourselves as subjects in process. 

Politics, time and subjectivity

Heidegger’s ‘dasein,” recognizes the temporality of the subject and yet time, here, is not presence. For LaClau (1990) presence is known through ‘disruption’.  Time is an element of the process by which systems refer to their ‘constitutive outside —external systems or characters. (LaClau 1990) Systems (such as discourse, structure, etc.) evaluate, form and, necessarily become dislocated by this movement or “time.” (Marchart, 2001, p7) The dislocatory effect is thus a temporal phenomenon (which every structure is subject to), whereas the structure itself is always spatial. (Marchart 2001, p4)  In that sense, space can be said to hegemonize and in the most extreme example, it can obliterate time and dislocation. (Marchart)

Because space cannot be attained with the dislocation of time, LaClau and Mouffe were able to argue that space and as such, society do not exist. (1985).  Where some have contended this depoliticizes time, Howarth refutes this challenge. (2006) Time, he insists, is antagonism toward the coherence of spatial systems (e.g. societies or communities). The process of spatialisation is the actual moment of politics. The logic of politics, then, is the hegemonisation of time by space.  One can attempt to overcome the trauma of dislocation by crafting typographies--moments in permanent relation to other moments--- that LaClau terms “articulation.” 

Along the same line of thinking, a political subjectivity (becoming) is imagined by Jean-Luc Nancy (1986), not through commonalities of “man” (sic) but through ‘presence that impedes such immanence’. Presence for Nancy is linked to community. Death, for example, makes sense only in relation to community. Presence fosters an “unworking” or acknowledgement of the impossibility of a coherent independent, subject. The subject of dislocation then, is political, and the practice is politicization.

There are parallels to be drawn between Laclau’s understanding of dislocated systems and public venues that aim for decentered authority, (or more democratic practices). Both situations must aim for increased agonism.  And if subjectivity (a system) “becomes”, as Heidegger argued, in antagonistic relationship to time, then we might well consider whether social spaces (e.g. spaces of art) can capitalize on the dislocation inherent to them bred by “time” or travels to external systems logics. Were such dislocations to be both prominent and engaging, might subjectivity itself become the antagonism—the element under review, to be toyed with? This would require the rupture of signifiers from their common signifieds—the disruption of numerous worldview elements that hold a subject to her subjectivity in a certain (temporal) space. Taking off from Nancy, can community be deployed to highlight subjective becoming and potential further dislocations?

Radical Public Spheres

The answer is “yes”, according to LaClau and Mouffe. Where society is ‘impossible’, radical public spheres are achievable. (1985) Public space, explains Roslyn Deutsch, emerges when one forfeits the idea of social unity.  (p. 9) No complete element of society unifies it (making ‘society impossible’), or identity—they are negotiated in space (p 43 Deutsch) As such, politicization or spatialisation practices (as might play out in public art) become the necessary manner in which ‘public spaces” are constituted. I am suggesting it is within those public spaces particularly that ‘spatialisation’ practices become triggered.

Politicization practices occur at the interstice where time impacts space. Time is ‘the political’--the contestation of forces. (Howarth 2006) Space does not create conditions for politics, but rather, political intervention (the breakdown of consensus) creates public space (or space for politics). (Marchart, 2001, p20) In other words, spatialisation itself generates social space. (p19) Conflict, division and instability are conditions necessary to the existence of a radical public sphere. The public sphere then is “nothing but the principle of temporalising the opening of space” and in turn, public art is measured on whether it embraces this political understanding of space. (Marchart 2001, p 22)

Like society and other systems, identity too is impossible due to its incommensurable reference to a ‘constitutive outside.’ This failure of “closure” creates a need for constant spatialisation efforts or “political practices of articulation.” (Marchart 2001, p21) Democracy too requires (and must legitimate) conflict and ongoing debate.  Subjective becomings and radicalized public spheres both rely on practices of fracture—movement (or spatialisation) demonstrating the incommensurability of coherent system logic. Might, then, radical political art (intervening via technology) allow for chronic dislocations that break our subjective habits and encourage critical self-understandings? 

To answer these questions we must consider the constitution of political art in the 21st century and the articulation of subjectivity therein. As well we must determine the meaning of “community” and relation to subjectivity in our technologically immersed societies. It then becomes possible to explore relationships between ‘becoming’ and a sense of shared agonistic spaces. Finally, the creation of public art that “spatialises” must consider how to engage temporalised, located spaces to make fractured play possible.
Community is created by an “unworking.” (Nancy 1986) In the sense that community is beyond the “work” of economics, society, institutions or technology, this concept can be likened to a radicalized public sphere. Here, the individual encounters an “interruption”-- the (impossible) notion of singular being. Nancy harkens back to Heidegger’s “dasein” where being-toward death means, “I is not- am not- a subject.”
 (Nancy 1986, p65). Coming to know one’s self as individual means to know one’s self in relation to community. The finite being presents itself together or “compears,” and, therein, communication appears. (p66) Practices of non-work, such as art creation, constitute opportunities for compearance—coming to know ourselves as “subjectivities” insensible outside of the concept of community.
  As with dislocation, practices of unworking include interruption, fragmentation, suspension of singularities—an “exposition to the outside that defines singularity”. (p67) 

Portage’s Disruptions

Guided by such a commitment —to creating pleasurable discomfort in public, sublime art projects—Portage embedded our methods with fracture. We created coherent projects then ripped them up, re-categorizing their components and reconstituting the parts in new projects. Rather than abiding by dualisms of (analogue and digital, human and technology), we collected a range of intervention possibilities in our installations. We played with the idea of subjectivity as linked to time and space --through the layered time and space of mobile devices. We crafted mobile devices into experiential complexes, via networks of other technologies such as sensors, screens, hard drives, material urban interfaces and etc.  We sought to highlight the tensions that breed understanding of selves and communities through dislocation and compearance practices available in Portage’s community art-based interactions. 

Community for us became temporal and spatialised moments of intervention, presented via something common and recognizable: everyday mobile phones repurposed into art vehicles. In previous work, I had theorized that the mobile experience was distinctive in being a public experience with strangers, or having the potential at any time to become so. In querying what would be the best 3-D spaces for intervention, Portage at first assumed that “public” sites provided the most diversity, and were least likely to position passersby as exhibition objects, or to muddy their subjective experience by naming it an art experiment. Deutsch however notes the weakness of this assumption—namely regarding “space” as (inhabited) environment alone. 

Deutsch insists that public spaces (of art) are not necessarily outside of the gallery, but instead emerge from the practices of users. (1998, p5) She links this radical notion of space (often critiqued as a unrealistic) to Heidegger’s reading of the complexity of the present. A space, Heidegger said, “is something that has been made room for… a boundary”-- meaning “something that from which something begins its prescencing.” (1971, p 154) 
  Space is not an entity, but a relationship. (Deutsch 1998, p 6) Space resists in a boundary laid down to cast something out; it is political and fragile. (Deutsch 1998, p 6) David Howarth concurs, citing social spaces as “internally heterogeneous …ontologically lacking and marked by absence.” (2006, p122 ) Space then can be an opening or a strategy to distinguish and dismiss.   To nurture public space we must denaturalize it—make exclusions visible and available to questioning. (Howarth 2006, p122 p7) 
Art as Alterity

Art practice, insists Felix Guattari (1995), is precisely the venue to rupture “forms and significations circulating trivially in the social field and in the process, to denaturalize public space.  “Art confers a sense of “alterity,” to a subset of the perceived world.” (p131) The fracturing of the subject occurs in the work of art—“an activity of unframing, of rupturing sense, of baroque proliferation or extreme poverishment.” This “leads to a recreation and a reinvention of the subject itself.” In art’s rupture of everyday significations and denotations, subjects encounter both ‘reterritorialization and resingularization,’ which allows them to imagine new possibilities. (p80) 
  And the same applies to public spaces— obliterating their naturalized boundaries creates possibilities for new types of compearance and becoming.

In revisiting Portage’s core commitment to generating processes of becoming (and our own methods of collaboration fed by productive disruptions), we opened up our own spaces of consideration. Portage’s projects allowed for fractured self-understandings in the installations created for internal (private) spaces and in urban (public) spaces. Space became the environments in which we installed, the time-and space architectures of our mobile networks and our strategies in art practice that encouraged opening—something made room for.
And so, in the correspondences among LaClau, Deutsch, Howarth and Guattari (reflecting back to Heidegger’s becoming), arises an opportunity to think through how both art practice and the experience of art can facilitate conflict, open subjectivity and present possibilities for radical publics. ‘Spaces of heterogeneity’ are, concludes Howarth, compatible with radical democracy demands (i.e. for equality) and a “politics of becoming.”  (2006, p129)  However, he cautions that in understanding political (or “heterogeneous”) subjectivity, attention must be paid to the particularities of systems and the incomplete and contingent character of “any worthwhile universality.”  One must, Howarth insists, acknowledge the ‘voidal practices’ that make subjects and come to terms with this practice of identification. (Howarth p130)  


Seeking the Void- The Spatial Politics of Art Practice

Experimentations in ‘seeking the void’, it seemed, could occur in art practices that recognize the temporal and spatial characteristics that are embedded in and characterize experiences. Practices that require participants to understand or frame themselves, too, are likely to trigger ‘the void’ in which the subject knows, frames and negotiates herself. 

Latour (2005) reminds us to challenge contemporary biases favouring shared/common spaces, such as instant networking made possible by mobile technologies. We should not assume our questions lay in co-existence, dealing in the common, in order to embrace difference. We must, instead reevaluate what should in fact be simultaneously present, and inquire of the technologies that would facilitate this type of questioning.
 In this sense, Portage views the mobile apparatus as a questionable technological artifact—one whose bias allowing for immediate shared experiences is problematic. Portage aimed to critically acknowledge this bias, present it to users and allow them instead to see, comprehend, play and experiment with their possibilities for self-understanding through ranges of space (shared and not) and time (mediated and not).

We imagined that the void of subjectivity (and other frames of reference) could be productively teased out through the time and space experiences that mobile networks open up to subjects.  In Latour’s terms, if true “progress” is to be made, it would avoid single-mindedness and engage an ‘intertwined form of habitation,’ and form communities entailing “fewer claims to unity and less belief in disunity.” (LaTour 2005,  p41)  
Portage queried which particular art practices could best facilitate such “progress.” Contemporary art practices have sought to generate ‘polyvalence’ or a multiplicity of meanings, to bear “witness to art’s democracy, refusing to disentangle a complexity of standpoints and a fluidity of borders.” (Ranciere 2004, p 92.)   In contrast to modernist art (that tends to reveal oppositions) contemporary art discovers “collective vanishing lines” and “nomadic” structures that disperse unsettling situations. (Bourriand 2006/1998  p163)  And yet, aesthetic politicization risks, many critics warn, reinscribing the power of signs, perpetrating a worldview, and obliterating resistance. In contrast, ‘encounters’ and “being together” is the work of relational art.  It queries the social context of human interactions, intersubjective possibilities and collective meaning making, to arise new possibilities of emancipation. (Bourriaud 2006/1998, p14) Relational art views space not as something to be passed through, but as periods of time to be lived through. (Bourriand 2006/1998, p. 15) 
The theorization of “space” in relational art can benefit from the time/space theory of LaClau, Howarth and Deutsch. Space, viewed as a resistive encounter (boundaries laid down intentionally to cast something out (Deutsch), reference ‘constitutive outsides,’ inspiring new practices of subjectivity. Practices of relational art can materialize these spatial interactions and provide them with theoretical (e.g. metaphorical) depth as well. The augmentation of relational art practices with the theoretical concepts of resingularization, dislocation, compearance, and being together, posed the challenges with which Portage reckoned in our mobile designed experiences.

Mobile Relational Art

Mobile environments present plentiful possibilities for relational art practices to elucidate and critique interrelationships and, in turn, subjective practices. They allow artists the possibility to dislocate space from time, elucidate a range of spatial concepts and merge past and present. Mobile devices present, as vehicle, a tool of everyday life, possessing great recognition and popularity across ethnic, gender, and class groups, and across first and third world societies. 

It is time, said Guattari, to “reexamine machinic productions of images, …etc…as new materials of subjectivity”. (1995, p133)  Portage takes up the mobile phone as apparatus, but also as technological typography through which subjects are materialized. As a common communication device, the mobile phone is deployed as our prime medium in a network of technologies (machine and other).  

One of Portage’s prime assumptions is that possible forms of interactions are guided by the distinctive phenomenological possibilities of mobile technology.  We shared Latour’s concerns that individuals demonstrated a preoccupation with shared spaces including mobile environments. We understood that playing with the detailed space/time interactions, that were common events for most people, would reveal the best environments and practices for engaging participants in art interactions.  As such, we used basic mobile practices such as texting, photographing, and phone- calling to create interactive possibilities.

Finally, we sought to embrace user desires. The false assumption that users want instant or social connectivity depoliticizes mobile experimentation, and fails to consider the spaces in which mobile technologies operate. Our past mobile research (Gardner ? ref) suggests that users seek to interact with each other, while in motion, and seek greater control of mobile devices and want to use the device to create. Portage sought to provide these experiences, turning everyday life into practices of art, while also pursuing little experimented with time/space venues of mobile networks.

We came to understand mobile media as phenomenologically distinct. Mobile environments offer the possibility to move through 3-D space, while using a device that negotiates 3-D, 4-D, hertzian, space—in time that is real, collapsed and or expanded, immediately or distantly past or present, and sometimes as a simultaneous experience. Mobile space contains not only layers of data (Manovich 2003), but data in space that is a practice, an experience. (Deutsch 1996) The subject traverses these data spaces as experiences, hinging on agency or identity positioning, the technology’s capabilities and characteristics, and the varied time and space dimensions of his/her travels. 

Take this material scenario as example of a subject moving through a rural or urban street with her mobile device. The subject makes a phone call or texts, traces her GPS location or surfs a search engine (via cell network) for a store location, while passing 3-D ads, streets, walks and people.  At the same time, her Bluetooth signal might connect her with strangers via hertzian space.  These connections are made seamlessly because the device enables it, and yet, the user opens up these networking channels and directs all such spatial interactions, 3-D, 4-D or hertzian. With enhanced device capability (and projects like Portage), the user can communicate across various time zones—she walks and talks in real time, while viewing others or herself on her phone, in present or past photo or video. In mobile art installations, she might see herself in expanded or collapsed time or send her image to another media venue featuring collapsed time.  All of these experiences are mediated with ongoing (intentional and unintentional) everyday interactions with friends, family and passersby. 

Additionally, the devices’ EMF emissions, cell network connectivity and Bluetooth signals, and even SMS texting, provide traceable emissions that add further complexity to use. These traces allow users to be tracked in every day life, or through art installations for example, via feedback to signals. This fluid tarrying with this range of time and space perspectives is distinct to mobile technologies.

Perusing mobile environments is distinct from Internet browsing or multi-media gallery installations because the subject can traverse the space and data of varied spatial and temporal environments, while in motion. This perusal is both conscious and unconscious, intentional and inadvertent. Subjects move through mobile spaces while negotiating themselves visually (in 2 and 3-d) and in varied forms (e.g. screen, materially)  or as well as aurally, textually, texturally, and etc. The many traveled layers offer minute, ephemeral experiences of time, or fugacious time-space interventions. Users are on their own turf, augmented by their own familiar technologies, on their own terms. As casual, ordinary interventions, mobile acts offer productive possibilities to experience and play with dislocated subjectivity.
The mobile user might, for example, recognize her usual sense of identity when calling and texting, and then negotiate her self against public, 3-D ads. Incoming data (phone calls, ads or promotions from email or spam), sent from the present or past, cause her to re-consider her ethics, desires, and identity, amidst present environmental features and the community in which she travels. Much data must be processed due to the speed of the onslaught and the layers of data forthcoming. The user negotiates her systems of subjectivity and compearity, in Nancy’s terms, steadily if perfunctorily, perhaps with little recognition of the space (system logic) and time (outside mitigating logic) negotiated while processing the information. 

Where the Internet allows for data access and intrusions initiated by surfing, new data comes to the mobile user while s/he is in motion, due to the characteristics of the device’s architecture and diverse networking capabilities. While dislocation certainly occurs in other digital environments, the possibilities for these intrusions to be casual and to occur in complex (multi-media augmented) social environments increase with the mobile apparatus. 

Bodies in Mobile Space

As well, the bias of mobility brings the body more apparently and deeply into the experience. The melded (mind/body) subject thus negotiates a complex subjectivity moving in layered time and space. Here the 3-D space becomes an object under negotiation able to critique, like Latour, our problematic obsession with being together in space. These intrusions allow for subjects to view evidence of structures of logic enwrapping their systems of agency, identity, ethics, etc. These logics, as we have seen, are fragile and unstable, allowing for the realization of Foucaultian “ruptures” in systems, new logics added to systems that either embed these are “logics” or can encourage transgression. (Foucault 1982)
The subject might or might not be attentive to the layers of space and time traveled. Nevertheless, movement through all the data of mobile space puts her in contact with data from a ‘constitutive outside’ (time). She is a subject in negotiation, rather than one merely passing through. The mobile environment engages a diverse group (e.g. unsuspecting passersby and individuals freed from characterization as art subjects or actors. As such, it enlarges and expands possibilities for desingularization or compearance and public building. Mobile environments, then, allow for the consistent dislocation of subjectivity, identity, roles, representations as augmented practices of everyday life. When manipulated appropriately (by artists), they can egg on dislocation or practices of spatialisation.

Participatory Art 
Augmented experiences produced by mobile art projects can enhance these phenomenological experiences. Projects created in mobile environments and architectures can be designed as scenarios or left ‘open’, so that subjects can determine their experiences. Portage opted to make public art situated in both internal “private” space (of our university lab) and urban/public gallery spaces.
 The mix of spaces offered a range of comfort levels for engagement and foregrounded space as process over environment. 

In keeping with our commitments to present and allow for critique of dualistic logics and structures, Portage created art installations that were themselves mobile, and could move among spaces– galleries, lab, urban street locations.  In deploying the mobile device to the public in institutional and non-institutional spaces, the project illustrates and employs decenteredness and facilitates agonism. The range of spaces (our university lab, and urban and exhibition spaces) employed emphasized issues of spatialisation over space-bias, and allowed us to test the possibilities of each space for dislocation.
 Gallery space presents more options for installation components, while urban locations, constituted by passerby subjects— who don’t necessarily see themselves as “actors” in an “art space”— might, we mused, get us closer to agonist interactions with boundaries. 

Portage exploited a range of communication networks and device capabilities, to highlight or challenge everyday communication practices, and tested their applicability in different locations. We aimed to alleviate constraints upon subject freedom through projects offering multiple entries, a range of subjective positions, the ability to create computer processing logics, add art (visual, aural, etc) to experiences, or disrupt or hack already existing logics and art creations.  The possibilities of mobile interventions are extensive by definition, given the range of time/space venues mediable therein. 

Committed to dislocation, Portage broke the rules of social and technological engagement in basic and complicated ways. We disrupted the normal positioning of subjects in relation to technologies, giving subjects power to trump the technology.   We disrupted user’s common sense interactions with mobile technologies, allowing for unfamiliar, undetermined, and non-normative social habits and interactions.  Individuals had options to engage individually, through community and materially or through mobile apparatus. 

In the spirit of heterogeneous practice, our projects used code written solely by designer-artists, based mostly on open source software.  We used found objects and linked or “mashed up” a host of technologies into heterogeneous structures, so that mobile devices were but one, albeit formative piece.  We entangled old and new, digital analogue or material objects with the cache of newness, and old objects with their dual nostalgia and tangibility. Our design and production practices mirrored our aims, to highlight and encourage dislocatory effects of binary systems, as well as the dislocatory effect where time hegemonises space, and creates possibilities for politicized subjects.
Through these designs, we aimed to query subjects’ interest in using augmented mobile environments for antagonism and conflict, to enact challenges to (ineffable) consensus, and to manifest fragmented subjectivities.  The projects sublime intonations, we hoped, might encourage users to give their selves up to dislocation, achieving deeper self-understanding, and play with political possibilities. 

In the following, I will analyse four Portage projects in terms of how they engage in practices of subjective dislocations, subjectivity grounded in “the void”, and “compearing” in community. The discussion will further query the phenomenological possibilities of mobile environments. Finally, I make a case for interactive, mobile art as practices with transformative potentials subjectivity and communities.
Politicizing Public Spaces – The Cicada Project
Users of mobile devices in information-based societies recognize the surveillance apparatuses that immerse public spaces.  Surveillance technologies are either hidden or exposed, depending on the desire to surprise or deflect intrusions into private spaces, or illegitimate use of public areas. These finite spaces are recorded in real time by cameras, making it apparent to users—it is obvious that space here extends from past to future on the film. 
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Cicada Project, Portage 
The standard work of closed circuit cameras is resisted by sniffers-- art groups who appropriate closed circuit cameras to make their own films.
  They repurpose surveillance apparatuses to artistic functions wherein time is recorded and then collapsed. Time, here, is the modus making sense of the space.  Space becomes a strategy enacted through interactions in time, that make spatialisation and policitisation possible.
Encouraged by this repurposing, Portage experimented with relationships between cameras and public and non-public spaces. We employed mobile devices in networks of screens and sensors, to play out the impact of the time/space interventions upon users.  In our Cicada project, for example, we sought to destablise popular notions of surveillance apparatuses and in turn, our relationships with recording machines, space and time. Cicadas employs EMF detection devices, (Soviet spy devices), to pick up EMF data emitted from (unsuspecting) the mobile equipment—phones, laptops, etc.—of passersby.
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Sketch, Cicada Project, I-Spy

 The signal is processed and produces feedback-- a swarm of cicadas in a nearby tree responds (to the EMF swarm) with a cacophony of chirping and blinking eyes. 

In deeming the “subject” anyone passing by carrying a mobile device, Cicadas imposes interaction, infers mobile machine possession to mean membership in a surveiling society. This critical project makes passing subjects into unintended objects, in surveillance interactions. The pleasing feedback instills delight, creating a dual unease and desire for further interaction. The project raises questions for this subject regarding her intersubjective experience with information society—here positioned as a nameless, faceless, indeed human-less effect. In continuing to initiate the effect, the subject encounters questions regarding the hegemonising and subversive possibilities of devices that surveil and the refuse (EMF energy) produced by mobile objects. 

The role of “being together” is complicated in associating mobile carriers only with other carriers. Users, forced into temporary communities (setting off the desirable effect), face the implications of using technologies that facilitate surveillance and data transfer, and impact communities, often disempowering them. 

Urban space, argues Deutsch, is produced by conflict, in a variety of ways. In one sense, urban space reveals a lack of social foundation or the ‘disappearance of markers of certainty.”  Destabilization of familiar spaces and their markers enables Guattari’s concept of deterritorialization. Cicada’s rearticulation of surveillance and mobile device functions triggers subjects to reflect upon subjectivity, particularly their potential agency in relation to (a range of) sensing devices. That this occurs in a public space where one is grouped into strange user communities confers a possible new subjective interaction, or even intersubjective experience with other EMF-emitters or Cicada-observers. Public space as such becomes denaturalized—the division and conflicts therein made visible. A space of politics is created in what was previously viewed as simply a public urban park.  
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I-Spy- Visual Body Typographies

Through Portage’s various I-Spy projects, we repurpose phones into personal screens, reflecting their contents on public screens. Users in our installation space are tracked by two surveillance cameras, the data processed by a server, and their images augmented on screens.  I-Spy encourages subjects to query the temporal mediation of the body via technology through movement. Agency and choice are achieved through movement --in and out of the mediated space and through practices of looking. 

I-Spy tracks a “primary” subject using Camera One, while a secondary camera acts as fill effect machine.  While the primary subject moves through the space, his/her image is tracked and digitally represented as coherent, until an image is placed in front of the fill camera’s lens. The primary subject is then “filled” with this effect so that she maintains her frame, but her contents now reflect the image (still or moving) of the secondary camera. The normal function of the camera is destabilized, generating – not angle, or focal point—but effect.  

The subject views her augmented self on her phone screen, mediating her “real” 3-D experience with this augmented self. In contrast, a public screen shows multiple viewpoints-- the primary subject unfilled, the primary subject filled, and the logic of the networked technology.

Primary subjects agree to be effect-augmented by remaining in the performance space. Users approaching the fill-camera do not surveil, but rather, consciously augment the context of the image by filling within its frame. Through the process of moving through space these bodies become markers of uncertainty, in relation to the subjects’ usual self-understanding. I-Spy critically turns the camera on itself, making it a tool allowing the insertion of one’s self into a social narrative of process, where movement is the form of agency.
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I-Spy Project, (Portage); images fill the primary subject
The border of the body becomes an object of ontological contestation—the thing holding one’s self together, and yet which cannot maintain its interior. The border no longer frames coherence, and yet it is what prevents total dissolution of the subject—that which emanates from and holds together the within. The border/frame is affirms the constant mediation of the internal; it is the thing bringing in memory as subjectivity is fluidly played with. And, even as it remains, the border itself becomes effected by the movement, demonstrating its porosity. 
Our understandings of intersubjectivity are rethought with this realignment of power. It is the secondary user that fills the lines of the frame. That subject can, for example, choose to possess the primary subject(s) with her own image, or replace the image’s humanity with flashing light.  Possibilities for new subjective and intersubjective experiences are manifest in I-spy, since all subjects are markers with delimited power in the space. The subject’s usual ‘becoming’ process is twisted—she loses the power to contextualize her internal space over time, but still determines her movement through space. The ongoing image augmentation erases her facial and fashion features, but maintains her form. 

I-Spy foregrounds the joy of play with both image and body, made possible by technology such as camera lens, light and screens. The subject can experience and observe herself in unpredicted, hybrid human-tech forms. The pleasures of filmic representation, voyeurism, and exhibitionism converge here allow (literal) movement through different subject positions.  To supplant a subject with one’s own image is a dual act of power that is simultaneously teasing and willful. The meaning of authority is disabled as it occurs in these art- and body-based technological experiments. The tension teases out longings and anxieties for personal identity and agency through dislocatory practices. Traveling one’s body through image and subjective alteration constitutes an intoxicating destabilization.  

This dual subjectivity experience  of (subjective) presentation and (mediated) representation hinges on the technology’s architecture and participants’ movements in the space.  Maintaining her frame and with the power to reject effect, the “surveilled” primary subject is thus no longer “subjected” as in the usual case of photographic images. This subject constantly observes her self and screen representations as a mediator, rather than as subjected object.  Her participation in image-mediation forms in part her this dual subjectivity. 

Finally, this process of becoming is constantly in flux, mediated by new players. The subject thus moves through consistent rearticulation of understanding of self, a bodily image and the erasure of recognizable features of her self. The fluctuating experience of representational becoming, enacts a Deleuzian ‘resingularization’ through ‘reterritorialization’.   More precisely, “sense” is ruptured by movement itself. Movement rearticulates the “mobile” bias materially and also theoretically, in the time/space passages of subjective becoming.  

Memory and History in I-Spy Iterations

Another iteration of I-Spy, named “Paint by Body”, creates mobile paintings. Hers subjective moments in time are captured in layered photographs, via phone key presses that record moments. Bodies in motion are captured in frozen moments by the subject herself, and layered in the captured image. Where it might otherwise be termed a photo, this painting represents process. It is not a montage, but a record of folded time (movement) in augmented space. Here, subjects can experiment with the presentation of their selves performing across the space and through interrelations, in immobile moments.  These “paintings” reveal the minute experiences of ‘becoming’ that are distinctive to mobile experience, revealing the process in a stratum of space and time moments. The painting, as a frozen juncture, reveals falseness.  They ironically present moments of being themselves as sensible only through temporality and movement, and as aggregated self-knowledge. They suggest that subjective dislocations require reflection over time. 
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“Now and Then”, (Portage) 
Other I-Spy iterations allow subjects to move through historical and fantasy time-space environments. In the “Now and Then”, subjects see themselves presently and returning from the past to the same space.  Another version replaces the mobile device screen background with a fantastical environment or a “portal” that appears to extend the 3-D room to a different space. The past, portal and fantasy environments are visible only through the mediation of the mobile phone or public screen, while the material walls and structures in the space, remain unchanged, with no projections upon them.   
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I-Spy “Fantasy Backgrounds” (Portage)
In both iterations, the spatial environment is destabilized, offering subjects the chance to live through the present in 3-D space or mediated space. These alterations extend or transform “real space” to unknowns that can be toyed with.  The “Now and Then” iteration, for example, adds time alterations to destabilized space, so that the subject can self-consciously observe past self-images while occupying still occupying that space in real time. Her gaze is freeze to move from screen (past) to 3-D environment (present). Singularity is questioned as the subject comes to know herself through the mediation of times and spaces. 

While representing self through image is a familiar experience, this real-time experience allows the subject to ‘gaze through the looking glass’ (that is, camera) across moments, as if from a dual objective-subjective position. Her movement in real time through space enwraps the subject in the distinctive phenomenological experience of mobile technology.  Her movement through space facilitates her mediation of self through different periods of time. This “exposition to the outside” (in this case, the past) both defines singularity and works to undo it. In the process, the subject reveals to herself her own defining systems of “singularity”. (Nancy 1986) The “baroque proliferation” (Guattari 1995) of spaces and time, made possible through mobile technology, casts suspicion on singularity. 

Through Portage’s projects, subjectivity is understood not in relation to the power of the technology but to the subject’s use of it, via movement through a variety of spaces. The technological apparatus plays an ancillary role to space and time, which contains and mediates subjectivity. Portage’s emphasis on mobile networks is essential to the larger questions of spatialised (singularized) systems posed by it and lessons learned. For mobility is not simply facilitated by technology, or a practice of humans now articulated in machines. Movement is a characteristic inherent to networked machines increasingly dominated by mobile devices that, together, constitute the complex technologised world that we move through. We must analyze carefully how we mediate this complexity in all its forms, with attention to our movement, including our bodily use of these devices to meander these layered spaces. Art practice, in this case, mobile relational art, can press against system singularity so that we reveal and challenge our own subjectivities.  It is within this complicated zone and its phenomenological possibilities that we might achieve new practices of spatialisation. 
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� Elsewhere I have expanded on the possibility of imagining a so-called global public sphere via mobile media, blending ideas from Nancy Fraser and La Clau and Mouffe, to theorize beyond critiques of Habermas’ (single, coherent, democratic) public sphere concept. (Gardner 2008) 





� That is, the nature of one’s self as opposed to its factual existence —what Heidegger called its “thinghood.” In other words, where ontology involves time and space, the ontic involves the space dimension alone.





� It is worth noting that Howarth, while he agrees with the sentiment, articulates space differently —as a “structural regularity between objects,” or one that enables representation. (2006, p112)


� In other words, death is an event made sensible by community, ‘calibrated by its members’ explains Nancy. (p 65) And in turn, community understands the “impossibility of its own immanence”—a community is thus not a project and is not work.


� Ranciere is avoiding the term subject here, as it suggests a notion of divine.


� While not employing the term “space,” Nancy nonetheless suggests that subjectivity should be understood in spatial relations. One might understand, for example, compearance in the passage or fracture from singular, cohesive, divine concepts of the individual.


� Notably, the Heideggerian term “prescencing” can be seen as having much in common with LaClau’s reading of time-space relationships. Heidegger wrote (1975, p 44) “Whatever is presently present is not a slice of something shoved in between what is not presently present; it is present insofar as it lets itself belong to the non-present.” Here, Heidegger suggests that space becomes impossible without tarrying with outside elements or contexts. This ‘movement across’ is akin to LaClau’s concept of time, which recognizes that “space negotiates time. Withholding and refusing the present lets that become present which is past and which is coming toward us…both “manifest the manner of an extending opening up which gives all presencing into the open.” (1972, p 17) Notably, the referenced Heidegerrian phrase (above), according to Guven (2005)  is meant to refute Homer’s presupposition of “what is to be” and “what once was.” Heidegger contends that the non-presently present cannot be understood as a broad universal concept of presence. (p107)





� That is, where subjects are made consistent through “resingularizing,” art seeks to both destablize and offer possibilities for new subjectivities.


� And so, a politics of subjectivity linked to radical democracy requires a mutual recognition of the ontological character of this practice. (Howarth p130) 


� Heterogeneous subjectivity, he clarifies, is grounded in the idea of the void constituting social spaces.


� Bruno Latour (2005) worries that we are living in a moment dominated by considerations of space (series of simultaneities) rather than time (series of successions). “Revolutionary time, the great Simplificator, has been replaced by cohabitation time, the great Complicator.” (p 40) 








� Deutsch is notable here. She is concerned that authoritarian attempts to delimit public spaces have an objective function that grounds power in certain groups or activities, thus working against democracy. Conservative democracies, with its prevailing notions around ‘quality of life” for example, are ‘informed by an animus against rights and equality and a hostility toward strangers.” (1998 p8) 





� One prominent sniffers group is MediaShed. Their video work can be see at http://www.mediashed.org/?q=videosniffincom





� This installation, we found, worked best when the EMF sensor level was relatively high, and when the installation was located in a city park with less EMF pollution than deep in the urban center.  Here the sensors could pick up devices with Bluetooth picked up, targeting a more immersed mobile user, or it could require the user to make a phone call to initiate the effect, establishing a needed commitment (and awareness) on the part of the user to engage in this surveillance.
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