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is nearly everything and where the proliferation of unbearably
intrusive brand names defines so-called culture. Her work
brings to the social realm new perspectives of citizen-
centered alternatives to the familiar saga, stirring up the

pot. It provokes thought and encourages exploration. Even

by cultural conservatives, | hope. They too might wonder if
everything artistic is already colonized in an age when Sergei
Eisenstein’s dialectic montage has become the dominant
mode of advertising and a tool of the media industry. If so,
what have they sacrificed in becoming a society of passive

consumers?

Harrison's art operates towards the dissolution of such
social-political myths, and hence can be conceived of as a
means of post-media renewal that leads us to rejuvenation.
Her work draws on disorientation but soon moves us beyond
the exhaustion of the consumed. Hence | am delighted

to see her photographic diptychs proceed to blast away
(redundant prior pretexts?)pretexts so as to bring us closer,
not to truth, a category long ago shattered, but to the
realization of new desires. That is what makes her images

S0 awe-inspiring. It encourages a complex and ambiguous
political vision of resistance and investigation; one which
would be increasingly valuable to a social movement based
on skepticism as it strengthens unique personal powers of
imagination and critical thinking. It urges us to counter the
effects of our age of simplification, effects that have resulted
from the glut of consumer-oriented entertainment messages
and fundamentalist propaganda; effects that work in the
interests of corporate profit and governmental manipulations.
This politically visionary aspect of Julie Harrison’s art is what
Jacques Ranciére terms the “phantasmagorical dimension of

the truth, which belongs to the aesthetic regime of the arts.” 2

—Joseph Nechvatal, December 2014

ENDNOTES

1 Jacques Ranciere, The Politics of Aesthetics. Bloomsbury Academic;
Reprint edition, 2013, p. 65.
2 lbid. p. 34.
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In The Politics of Aesthetics, Jacques Ranciére stresses
that both art and politics reconfigure what is possible to
say at a given moment — a reconfiguration made possible
by “undoing the formatting of reality produced by state-
controlled media.”

In the current political world it is painfully obvious that we
need such strength of mind to heal our intelligence. We
need an art that demands a mental mood of interrogation
and investigation that would support such a need. Happily,
the poetic visual fragmentation (laced in language) one finds
in Julie Harrison's work does that. Her paired images offer
us a ground of aesthetic pleasure brought about through
non-identification with identity (and/or condition), even
while she stresses a refusal of containment/confinement of
language. Her work is possibly emancipatory in its suggestive
transformation of the news. In other words, she believes

in the powers of the imagination as an aid to liberational

politics.

As such, Harrison’s empowering art addresses a central
situation in which we find ourselves: where all political
gestures and critical images are potentially consumed and
neutralized in the happy inferno of market commercialization.
Many artists have merely watched art and commercialism
collide in mutual exploitation. So one must grapple now. |
read Harrison's art as one that transcends the banal economic
world to portray a wider vision of political awareness,
inclusive of private or magical themes accessible through

the subjective realm of each individual; a self-perceptional
politics which reveals in minute particulars the wide-ranging
spectrum of the social-political dimensions of the human
mind. In our era of the late-capitalist circulation of digital
commodity signs, Harrison’s work distinguishes itself as

an eerie pleasure within post-feminist radicalism. At the
crossroads of history, anthropology and language, her images
offer new concepts and forms that encourage us to construct
fertile political hypotheses.

For me, her work is a backlash against the corporate
globalization that has set in. We live in an era where image
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