IOO1 Umanesimo
Tecnologico

RIVISTA A CCADEMICA N05|2°24

FRBBHRE CEOE Tt A
. I-I- -I-I '--I- -I oL :-I- -I OO L L I- -I-I’
-I I-l -I - I-I I-I . L I-I . I-I l- I-I:l
N » O O l- III-I s Iﬂ
:II Sae I:I. : ¢
¥t §e5¢5%8
XXX KK SRRX

Rl it

Saggi accademici | Impresa, tecnologia, societa
Arti, ricerche, azioni | Dibattito contemporaneo



N.5 2024

Studium Edizioni

I001 Umanesimo Tecnologico

N°5 | ottobre 2024

Direttore scientifico
Massimo Tantardini

Comitato Direttivo

Paolo Benanti (straordinario di teologia morale, Pontificia Universita Gregoriana; presidente della
Commissione Al per I'informazione e membro del New Artificial Intelligence Advisory Board delle
Nazioni Unite); Alessandro Ferrari (Phoenix Informatica, partner del Consorzio Intellimech - Kilometro
Rosso Innovation District di Bergamo; Presidente di Fondazione comunita e scuola, Brescia);
Giovanni Lodrini (amministratore delegato Gruppo Foppa, Brescia); Laura Palazzani (ordinario

di Filosofia del diritto, Universita LUMSA di Roma; Vicepresidente del Comitato Nazionale per la
Bioetica); Riccardo Romagnoli (gia direttore dell’Accademia di Belle Arti di Brescia SantaGiulia e
dell’ITS Machina Lonati di Brescia); Paolo Sacchini (capo dipartimento Comunicazione e didattica
dell’arte; coordinatore della Scuola di Arti visive contemporanee; vicedirettore di Accademia

di Belle Arti di Brescia SantaGiulia); Giacomo Scanzi (gia direttore del «Giornale di Bresciav);

Marco Sorelli (copywriter e consulente per la comunicazione strategica aziendale; docente di
Fenomenologia dellimmagine e di Comunicazione pubblicitaria, Accademia di Belle Arti di Brescia
SantaGiulia); Carlo Susa (capo dipartimento Progettazione arti applicate; coordinatore della

scuola di Scenografia, docente di Storia dello spettacolo, Tecniche performative per le arti visive e
Psicosociologia dei consumi culturali, Accademia di Belle Arti di Brescia SantaGiulia e di Storia dello
spettacolo, Scuola del Teatro Musicale di Novara); Massimo Tantardini (capo dipartimento Arti visive;
coordinatore della Scuola di Grafica e comunicazione; docente di Fenomenologia dellimmagine,
Tecniche grafiche speciali Il - Editoria e redazione, Linguaggi dell’arte contemporanea, Cultura visuale,
Accademia di Belle Arti di Brescia SantaGiulia).

Consiglio scientifico

James Bradburne (gia direttore generale della Pinacoteca di Brera e della Biblioteca Braidense);
Edoardo Bressan (ordinario di Storia contemporanea, Universita di Macerata); Jarek Bujny (Graphic
design laboratory, Visual communication, Institute of Fine Arts, Art Department, University

of Warmia and Mazury in Olsztyn, Poland); Anugoon Buranaprapuk (professor and head of
Fashion design department, Silpakorn University, Bangkok, Thailandia); Antonello Calore (gia
ordinario di Diritto romano e primo direttore del centro di ricerca University for Peace, Universita

di Brescia); Mauro Ceroni (associato di Neurologia, Sezione di Neuroscienze cliniche Universita

di Pavia, Direttore Unita operativa struttura complessa Neurologia Generale IRCCS Fondazione
Mondino, Pavia); Marta Delgado (professor of Photography Projects Metodology and Final

Project at the Studies of Photography, Escuela de Arte y Superior de Disefio Gran Canaria,

Spain); Camillo Fornasieri (direttore del Centro culturale di Milano); Marialaura Ghidini (docente

e responsabile del programma master in Pratiche Curatoriali, Scuola di Media, Arte e Scienze,
Srishti Institute of Art, Design and Technology, Bangalore, India); Filippo Gomez Paloma (ordinario
Didattica e Pedagogia speciale, Universita di Macerata); Stefano Karadjov (Direttore Fondazione
Brescia Musei); Lorenzo Maternini (specialista in Technology-Enhanced Communication for Cultural
Heritage, Vice Presidente di Talent Garden); Paolo Musso (associato in Scienza e fantascienza

nei media e nella letteratura, Universita dell'lnsubria, Varese); Carlo Alberto Romano (associato di
Criminologia, Universita di Brescia; Prorettore per I'l'mpegno Sociale per il Territorio, direttore del centro
di ricerca U4P di UniBS); Davide Sardini (fisico, esperto in natural language processing, docente

di Fondamenti di informatica e di Sistemi interattivi, Accademia di Belle Arti di Brescia SantaGiulia);
Studio Azzurro (collettivo di artisti dei nuovi media, fondato nel 1982 da Fabio Cirifino, Paolo Rosa e
Leonardo Sangiorgi a Milano); Fabio Togni (associato di Pedagogia generale e sociale, Universita di
Firenze).

ISSN 2785-2377



Studi.um

> ACCADEMIA
DI BELLE ARTI
/\ SANTAGIULIA

Francesca Rosina, Paolo Sacchini, Marco Sorelli,
Carlo Susa, Massimo Tantardini.

Sara Baricelli, ex studentessa, laureata in Grafica e
Comunicazione. Alessandro Mondini, studente, biennio
di Comunicazione e Didattica dell'Arte. Cecilia Agostini,
studentessa, triennio di Didattica dellArte. Accademia di
Belle Arti di Brescia SantaGiulia.

Sara Baricelli

Alessandro Mondini

Per questo numero una menzione agli studenti e alle
studentesse del Il anno del Biennio Specialistico in Grafica
e Comunicazione nell'a/a 2023-2024 (Eleonora Blandini,
Carlo Casetta, Luca Cimarosti, Michela Ferretto, Nicole
Pilati) per aver realizzato il carattere tipografico I001!-Wa-
vy utilizzato in questo numero nella sezione 2. Tale progetto
é stato elaborato durante il corso biennale Tecniche Grafi-
che speciali Il tenuto dai docenti Andrea Amato e Massimo
Tantardini.

Il naming della testata nasce da un’idea degli ex studenti:
Gugliemo Albesano, Virna Antichi, Alessandro Masoudi,
mentre frequentavano il Biennio Specialistico in Grafica

e Comunicazione nell’a/a 2019-2020. Il visual concept del
numero O del periodico €& stato ideato dall'ex studente
Alessandro Masoudi nell’a/a 2019-2020, il design grafico e
I'impaginazione dalle ex studentesse Sara Baricelli, Giulia
Bosetti, Elena Gandossi, Francesca Mucchetti (a/a 2020-
2021).

Visual in copertina da un'idea di Pietro Macri (studente del |
anno del Biennio Specialistico in Grafica e Comunicazione
a/a 2023/2024 di Accademia di Belle Arti di Brescia Santa-
Giulia)

Font: Zenon - Proxima Nova - Input Serif Compressed -
Gridular - Bitcount - I0O01!-Wavy.

Un particolare ringraziamento a Cast, Cooperativa Anonima
Servizi Tipografici.

Alcune traduzioni, keywords e immagini sono state elabo-
rate sperimentando I'utilizzo di ChatGPT.

Periodico realizzato da Accademia di Belle Arti di Brescia
SantaGiulia.

Direzione, Redazione e Amministrazione
Edizioni Studium S.r.l., Via G. Gioachino Beli,

86 - 00193 Roma - Fax. 06.6875456 - Tel.
06.6865846 - 06.6875456 — Sito Internet: www.
edizionistudium.it Rivista in attesa di registrazione
al Tribunale di Roma | Copyright 2024 ©

Edizioni Studium S.r.l. Direttore responsabile:
Giuseppe Bertagna. Stampa: Mediagraf S.p.A.,
Noventa Padovana (PD).Ufficio Marketing:
Edizioni Studium S.rl., Via G. Gioachino Belli, 86

- 00193 - Tel. 06.6865846 - 06.6875456 - email:
gruppostudium@edizionistudium.it

Ufficio Abbonamenti:

Tel. +39 04127 43 914

e-mail: abbonamenti@edizionistudium.it sito:
www.ioOlumanesimotecnologico.it
Abbonamento annuo 2024:

Italia: € 32,00 - Europa e Bacino mediterraneo: €
45,00 - Paesi extraeuropei: € 60,00 - Il presente
fascicolo € 19,00 copia cartacea, € 9,99 ebook
digitale.

Bonifico bancario a:

BANCO SAN MARCO - GRUPPO BANCO
POPOLARE

IT38205034 02070 000000003474

intestato a Edizioni Studium srl, Via G. Gioachino
Belli, 86 - 00193 Roma(N.B. riportare nella causale
il riferimento cliente).

| diritti di traduzione, di memorizzazione
elettronica, di riproduzione e di adattamento
totale o parziale, con qualsiasi mezzo (compresi i
microfilm), sono riservati per tutti i Paesi.
Fotocopie per uso personale del lettore possono
essere effettuate nei limiti del 15% di ciascun
fascicolo di periodico dietro pagamento alla SIAE
del compenso previsto dall’art. 68, commi4 e 5
della legge 22 aprile 1941 n. 633. Le riproduzioni
effettuate per finalita di carattere professionale,
economico o commerciale o comunque per uso
diverso da quello personale possono essere
effettuate a seguito di specifica autorizzazione
rilasciata da AIDRo, corso di Porta Romana n. 108,
20122 Milano, e-mail: segreteria@aidro.org e sito
web: www.aidro.org. Contiene I.P.

Accademia di Belle Arti di Brescia SantaGiulia
www.accademiasantagiulia.it

Via Tommaseo, 49, 25128 Brescia (ltaly)

Ente Gestore Vincenzo Foppa Soc. Coop. Sociale
ONLUS

ISSN 2785-2377

ISSN 2785-2377



SOMMARIO

EDITORIALE
3

(<Altre categorie estetiche») ... Quindi,
quali funzioni?
Massimo Tantardini

SAGGI ACCADEMICI
12

Out of sight, out of mind
Andrea Facchetti

24

Immagine, colore e memoria
Davide Dall'Acqua

36 Abstract

Per un'ermeneutica del regime
digitale.Dall'immagine simulacro alla
netnografia del lavoro agile

Nicolo Atzori

38 Abstract

Larte di Sandy Skoglund tra natura e
artificio: un’opera totale che unisce
scultura, pittura, fotografia e digitale
Milena Cordioli

A4 Abstract

Three Theses for a History of
Automated Visual Labour
Robert Zamboni

A7 Abstract

Immagini, foto stock e intelligenze
artificiali

Ciro Esposito

Online

Morphing Memory: Medialita Offloading
ed Estetiche Artificiali

Sara Buoso

Studium Edizioni

I001 Umanesimo Tecnologico

Online

Tre passi tra oblio e memoria
Fabrizio Saiu

Online

Limmortalita dell'immagine
Lorenzo Di Silvestro e Cristina lurissevich
Online

Il web al servizio di una memoria viva o
di un eterno presente?

Breve nota critica

Maria Serena Matarrese

IMPRESA, TECNOLOGIA,
SOCIETA

46

Il Rosso e il Blu Festival: connessioni
umane e tecnologiche
a cura di Licia Zagni

50

AB, tecnologia e umanesimo
a cura di Andrea Cucchetti

54

La costruzione della memoria digitale
collettiva nei musei
Edoardo Maria Castelli

58 Abstract

Emozione analogica, memoria, creativita
e immaginario digitale
Marco Bucchieri

60 Abstract

Nel labirinto delle immagini
Maria Piera Branca

Online

Muse 2.0, la creativita alla portata di un
click
Silvia Lorica

ISSN 2785-2377



N.5 2024

ARTI, RICERCHE, AZIONI
64

«Dica, dica [...] Ma non piu di quattro
domande» Cit.
una rubrica a cura di Massimo Tantardini

74
Unfold

Domus Academy

84

Design Across the Borders in Time of
Global Crisis
Design for Sustainability Lab (LDS)

92

Marginale. Lillusione antropocentrica
Milena Cordioli e Anna Piratti

98

Arte e tecnologia, yin e yang
nell’interazione uomo-macchina

Claudia Rabaioli, Alessandra Grossi, Aurora Saibene,
Francesca Gasparini

102

MyPanino
Silvia Naddeo

106

Abbaglia e svanisci
Riccarco Tesorini

108

In memoria di me
Luca Pannoli

110

Is any-body okay?

Elisa Muscatelli

Studium Edizioni

12

Memory from Heart

Veronica Bergonzoni

Visioni di visioni
Simone Acquaroli

18

Leffetto catabolico entropico e oblio
della memoria
Gabriele Strada

DIBATTITO CONTEMPORANEO
126

Si amplia il confronto critico e dialettico
tra offline e online
a cura di Marco Sorelli

128

In rassegna
a cura di Marco Sorelli

136

Una recensione
a cura di Robert Zamboni

138

Alcune suggestioni bibliografiche
a cura di Marco Sorelli

148

Taking the dot for a walk
Freya Marshall

154

Noi siamo tecnologia

intervista a Massimo Temporelli
a cura di Alessandro Mondini

160

Call for papers n.6

ISSN 2785-2377



Sezione 1 Saggi accademici

1001 Umanesimo Tecnologico

Three steps between oblivion and memory

By Fabrizio Saiu

Abstract

Against the idea that memory is a collection of
data stored in a digital medium or on a server,
this article highlights its performative nature
in the production of knowledge, showing

its intricate relationships with oblivion and
anamnesis, with self-consciousness and
death, with knowledge as the creative power
of public truths and knowledge as coercive
power. Three steps that indicate memory

and oblivion as parts of the same process

of transformation of the self and society, as
individual and collective political engagement

Let us consider dialogue as an educational
tool alternative to the authoritarian
transmission of knowledge. About 2500
years ago, Plato staged his theory of
reminiscence in the Meno[1]. The dialogue
takes place between Socrates, the prototype
of the modern critical sage, and Meno, a
common man. The dialogue shows us a
peculiar process of knowledge production
that Socrates defines as maieutics. It takes
form through anamnesis, the “bringing out”
and “bringing forth” by Socrates of what
already resides in the interlocutor’s mind.
Anamnesis erodes the sacred establishment
of knowledge, which is constituted, preserved,
and disseminated through rhetoric and
tradition. The engine of this erosion is the
defining question “What is...?”, with which
Plato stages doubt and introduces logical
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reasoning into the history of Western thought.
The question aims at the essence of things
and shifts the attention from lived experience
to the ideal plane of the concept. Just as a
stream of water is guided by the riverbed,
Meno is led by Socratic questions towards the
inner rediscovery of a lost truth. The dialogue,
structured in a counterpoint of questions

and answers, progressively leads towards an
objective truth and a shared understanding.

One can discover the truth only by digging
into memory, and this digging means
reasoning. To know is to remember, or

to bring-into-memory that which the soul

has forgotten in its migration from the
“hyperuranion” to the body. However, memory
should not be understood as a place where
truths reside, like a text, an archive, or a
server, but rather as a process of bringing the
repressed to the surface. It is about looking
at knowledge from the perspective of the
repertoire (that set of incorporated practices,
sports, rituals, dances, spoken language) and
not the archive (texts, documents, institutions).
Knowledge takes shape in collective research
and in the exercise of shared memory, not as
the activity of consulting an archive. In Diana
Taylor’s discourse, the archive is precisely
that codification of knowledge that expels all
cultural differences that deviate from or do
not conform to the dominant social group’s
culture. It is in this sense that Taylor asserts
the importance of the repertoire, for example,
by the South American populations colonized
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by Europe, in the redefinition of the archive
and as the articulation of a post-colonial
collective space[2].

To know is to re-member because it coincides
with bringing it back into the heart as well as
the mind, and unfolding concepts-emotions
through discourse. To conclude, let us add
that memory carries oblivion with it. In fact, it
is precisely as the activation of the repressed
that memory makes its way into remembrance
and becomes an opportunity for the
constitution of a public truth in its unfolding.
Oblivion accompanies all migrations, those of
souls as well as those of peoples in transit, but
also those of people drowning off the Italian
coasts or dying in Libyan camps or in the wars
in Ukraine, Israel, and Palestine. To remember
is to know as collective and biographical
knowledge (common life that is written

and becomes self-aware). It is also with the
oblivion-memory of these bodies that we must
and will have to deal with in order to establish
“who we are and who we have been” or, as
Paul B. Preciado suggests, in what we will
transform into[3].

1.

In the American TV series Westworld, set in
2050, wealthy individuals (referred to in the
series as “guests”) purchase their vacations in
a Wild West-themed amusement park. In the
park, all the people (called “residents”) are
cyborgs equipped with artificial intelligence,
indistinguishable from humans. Each resident,
day after day, performs the actions for which
they were programmed, enacting a web of
stories and narratives that immerse the guests
in morally extreme adventures, involving sex
and gunfights, in a world where everything is
permitted without the guests ever risking their
lives[4]. However, following a software update
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that grants the residents memory, allowing
them to recall their past so that their behaviors
and interactions with the park’s guests appear
more realistic, the cyborgs begin to remember
not only their programmed memories but

also their real past experiences (suffered
violence and deaths, roles played in previous
storylines, mechanical maintenance sessions,
and software reprogramming). Thus, for each
of them, a gradual process of self-awareness
unfolds, leading to the discovery of the
simulation game for which they were created.

It is with the emergence of memory—
through fleeting sensations, emotions,
desires, nightmares, and daydreams—that
the residents begin to break free from the
circuit of repeated daily behaviors, disrupting
the amusement park’s functionality and
endangering the entire system, including the
lives of humans. The programmed memory,
crystal-clear and always identical to itself—
where even improvisation and behavioral
variation percentages are defined by
computer code, a metaphor for an identity-
based memory designed to resist change and
oblivion—is replaced by a trans-identitarian
memory[5], capable of navigating through
the clouds of forgetfulness and continuously
tracing and re-tracing itself across multiple
incarnations. A memory filled with gaps and
constantly active. A perpetual process of
reconstruction and searching for personal and
collective histories.

If memory is a way of understanding the
world and shaping public truth through
relational processes, it is also a movement of
self-awareness, a transition from machine to
human, a becoming-human of the machine,
and a recognition of being a machine by the
human.

The TV series seems to assert a fundamental
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difference between humans and machines.
However, we witness situations where the two
natures merge and blur. We discover that the
residents, rebelling against the humans who
control them, are actually following yet another
storyline dictated by the code, while the
humans, driven by their psychic automatisms
and the impulses of their repressed emotions
and “bestial” instincts, behave like machines,
retreating into fictitious identities and living an
autarchic existence shaped by autofiction.

In the first case, the code is “computational,”
a numerical string simulating human reality.
In the second case, it is an emotional-

bodily code, embedded in the repetition of
behaviors and rituals, in habitual language
use and writing forms, in interpersonal
relationships, and in those between humans
and machines. This second code maintains
the power structure of men over women and
humans over machines. A double loop is thus
created, binding humans and cyborgs in an
indistinguishable relationship.

A characteristic of both natures is living
within a simulation based on the illusion of
self-awareness and control over reality. This
interdependent relationship also reveals
movements of liberation and alienation. In
one case, memory is the tool through which
cyborgs, becoming aware of themselves,
realize they are subjugated to humans and
thus attempt to rewrite their condition of
inferiority. In the other, memory traps the living
within a self-referential cultural narrative—a
model of a despotic and hierarchical power
system where every action is permitted
because it operates from a state of
exception[6].

After all, it is an amusement park, not reality[7].

“Who controls whom?” is the question posed
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by the creators of Westworld. This question
arises at the end of the second season. The
amusement park, in fact, was created with a
hidden agenda: not just to entertain wealthy
people in a limitless adventure but rather to
study, record, and codify their behaviors[8].
The human is the model for the cyborg,

but the reverse is also true. The cyborg, as
a machine, devoid of life by definition and
beyond death, is eternal. Humans crave
eternity, seeking to escape oblivion—of
themselves and the world—and to defeat
death, even at the cost of becoming machines.

In this endless mirroring game, what ultimately
vanishes is the possibility of real control over
the living.This perspective raises at least two
considerations.

First: If avoiding death makes sense only for
those who can lose their lives, what sense
would it make to seek eternity if, in order to
achieve it, we had to die as humans and be
reborn as machines? Memory, like life for
mortals, has meaning only for those who can
lose it—and will lose it.

Second: In a dynamic of absolute control
aimed at preservation, isn’t what is ultimately
lost precisely what one seeks to maintain?

This is what happens with family films shot

on Super 8 reels starting in the 1960s. To be
saved from oblivion and thus remembered,
they must be transferred to a new format
today, losing their original visual identity and,
with it, the ritual of projection, in favor of digital
playback on a modern device.

Does our desire to preserve our memories
not inevitably lead to the oblivion of their
authenticity?

Any discourse on memory also implies a
reflection on governance and self-governance.
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To question who we are or what we will
become, we must first ask: What — and who —
are we willing to lose?

.

In Loving Memories[9], a design film
reflecting on how the information contained
in a Facebook user’s profile is managed by
family members after their death, we witness
an exploration of the relationship between
biological death and digital memory on social
networks. The film’s creators ask whether

a Facebook interface is the best way for a
person to be remembered after their passing.

Following the introduction of the policy for
managing memorialized accounts (2010), the
relatives of a deceased person can request
that Facebook transform the user’s profile into
a memorial account.

“Memorialized accounts,” states Facebook[10],
“allow friends and family to gather and share
memories of a deceased person. When

an account is memorialized, we ensure its
security by preventing anyone from accessing
it.”

Access control and security—this is how

a deceased person’s digital memory is
preserved. The control of the account

is guaranteed by Facebook, while its
management is permitted only to a designated
legacy contact, who can respond to friend
requests, post new content, change the profile
and cover photos, manage and moderate
messages, request the removal of the
Facebook account[11], and limit or authorize
the visibility and tagging of each post.

In his book La morte si fa social (Death
Becomes Social), Davide Sisto reflects on the
stigmatization of death in Western culture. A
series of metaphorical expressions, such as

Studium Edizioni

Online

“passing away,” “disappearing,” or “departing,”
replace the more direct and widely considered
macabre or inappropriate phrase: “Mrs. X has
died..” In a society that distances itself from
death—through cosmetic treatments against
aging, medicalized death, and laws that restrict
abortion rights and prohibit euthanasia—the
virtual world also becomes a way to conceal it.
Offline life alternates with and overlaps online
life, creating an experience that Luciano Floridi
calls onlife. Sisto writes:

“The awareness of being onlife—that is,

living simultaneously in two homes, one
mostly private, the other interactive and
intersubjective, which mix together and
depend on each other to the point of
indistinction—requires a radical rethinking of
our private and public relationship with death
and mourning, with memory and oblivion,
with funerary rites and grieving, with the very
vision of the corpse. Ultimately, it compels us
to reconsider how we construct, day after day
and from every angle, personal identity and
sociocultural relationships within public space,
which cannot pretend that the lives of its
citizens never come to an end.”[12]

Thus, we witness a peculiar reversal of
perspective: what, before the advent of the
internet, social networks, and smart devices,
we considered our private life has now
become merely a fragment of virtual life. As
in the film The Lives of Others, set during
the Cold War in the Soviet Union, privacy is
defined by what is not spied on and listened
to. But what can we say about our devices,
which constantly track our locations and
record our “private” conversations and
interactions in order to better guide—or
misguide—our browsing on the web? How
much of our life can truly be called private?
Conversely, how much of our virtual life—
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our posts capturing carefree moments in
the mountains, our snapshots of studying

or reading—must appear private to become
interesting? In a way, the virtual world, much
like tabloid reporters, cannibalizes private
life—or rather, continuously stages it.

In the eleventh tableau of Vivre sa Vie, Jean-
Luc Godard depicts a conversation between a
prostitute and a philosopher. The two meet by
chance in a restaurant and begin talking. Their
discussion gradually turns into a reflection on
communication. “l think that sometimes one
should remain silent and live in silence,”[13]
says Nana. A pause. The philosopher replies,
“I have always been struck by the fact that one
cannot live without speaking.” He continues,
stating that to think, one must speak—to

grasp an idea with its corresponding word. In
a way, learning to speak, he argues, means
“renouncing life for a certain time.”[14] Life-in-
language is a rebirth in contrast to silent life.
Thinking, speaking, writing are thus mortal
activities.

This perspective confirms the theory
developed by Sisto in his book: the vast
accumulation of photographs, videos,

and texts populating our digital timelines
constantly speaks of death. Death becomes
social, writes Sisto. And indeed, it does.
The “immense accumulation of spectacles”
denounced by Guy Debord in the first thesis
of The Society of the Spectacle signals the
progressive disappearance of the living.
The spectacle of the non-living and the
spectacularization of death continue to
reproduce themselves autonomously, even
after biological death.

“[...] The spectacle in general, as the concrete
inversion of life, is the autonomous movement
of the non-living.”[15]
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According to a study[16] by Carl J. Ohman and
David Watson, published in Sage Journals in
2019, by the year 2100, if Facebook continues
to expand at its current rate, the number

of deceased users will exceed 4.9 billion.
Currently, Facebook has 3 billion active users,
about 40% of the world’s population[17]. Just
as happened with MySpace, Tumblr, and Flickr,
to name a few, Facebook too is transforming
into a vast virtual cemetery.

The effects of a death that persists beyond
biological demise create a form of eternal

life, akin to the one pursued by humans in
Westworld. A life that dies in mechanical and
virtual reproduction. An eternity of writing that
replaces the fluids and sounds of flesh-and-
blood bodies. A life that becomes pure soul,
pure code. In a trajectory stretching from Plato
to today, souls transmigrate into bodies only to
return to a digital hyperuranium.

| would like to make a détournement of Nana’s
phrase to connect with her: “l think that
sometimes one should not remember and live
in silence.”

In the text An Apartment on Uranium,
philosopher Paul B. Preciado, reflecting on the
meaning and value of celebrations, writes:

“Since the nineteenth century, in the West,

it has been mandatory to celebrate birth,
marriage, and death. The order of these
celebrations constitutes and defines a
taxonomy of events that carefully distinguishes
what we must remember from what does not
deserve any memory, the memorable from the
insignificant. The rhythm of commemoration
converts the singular time of a life into normal
time: we are born, we grow up, we go to
school, we get married, and we die. This last
event, death, has an exclusive advantage,
illustrated by a saying surely invented
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by someone who shared my phobia of
celebrations: ‘At least when you die, you don’t
have to celebrate your own burial”[18].

If the normalization imposed by
commemoration transforms becoming

into a history of normalized events, whose
management and dissemination are in the
hands of an heir or whoever arrogates the
right to be one, then memory, in addition

to being a tool for the constitution of public
knowledge, of liberation, and at the same
time of autobiography, is also the instrument
through which systems of power normalize
becoming by bringing it back to the norm
and imposing the legitimacy of their conduct.
In celebration, memory becomes a form of
managing the living, a mocking retaliation of
death against life.

What are the ways in which we celebrate
historical events today? To what extent do
these events produce effects of liberation and
alienation? What do we decide to remember,
and what do we choose to forget?

Considering the endless events that our
social media accounts constantly remind us
of—from birthdays to anniversaries, from the
“highlights” of our lives selected for us by
Google Photos to the 10-year challenge on
Instagram—I wonder if the time has come to
learn how to forget. In a future not so distant,
we might begin to experience the immense
benefits of leaving no trace, just as we might
benefit from letting go. There is no healthier
form of repression than that which naturally
lets life flow, living it rather than fixing it in
words and images. And, at the same time,
there is no more perverse form of repression
than that dictated by an excess of memories.
To know is also to forget.
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NOTE
1) Platone, “Opere complete”, Vol. V, Ed. Laterza, 2003.
2) Diana Taylor, “Performance Politica e memoria culturale”, Artemide, Roma 2019.

3) «We are not merely witnesses to what happens. We are the bodies through which change
arrives and remains. The question is no longer who we are, but what we will become». Paul B.
Preciado, “Dysphoria Mundi”, Fandango Libri, Roma 2022, p. 38.

4) In Westworld, the residents are programmed to respond to attacks from the guests without
ever being able to kill them, only striking and injuring them in a non-lethal manner.

5) This, on the other hand, would be considered fragile as it is dispersed within a multiplicity in
continuous drift.

6) The state of exception can be understood on different levels: the one established by Western
culture, in which the human being is an exception within Creation, made in the image and
likeness of God and therefore superior to other creatures; the idea that humans are superior to
animals and plants because they possess language, making them rational beings and political
animals; and finally, the state of exception as it applies to extraordinary circumstances in which a
governing body justifies the implementation of coercive measures for social control.

The exceptional nature of Westworld is based on two assumptions: the superiority of humans
over machines and the distinction between reality and fiction. If Westworld is fiction, then the
guests feel justified in transgressing all moral and social norms, committing acts of killing, rape,
or torture against the residents in ways that would otherwise be forbidden to them.

7) When a political model is later deemed coercive and despotic, the individuals who were part
of it tend to attribute responsibility for their actions—no matter how gruesome—to the system
itself. This is the case of Franz Stangl, Commander of the Treblinka extermination camp from
September 1942 to August 1943, who, in an interview with Gitta Sereny, denied any personal
responsibility for the thousands of Jewish people murdered in the camp’s gas chambers,
describing those systematic extermination practices as just another war tragedy. For Stangl, the
genocide was nothing more than the execution of orders and the fulfillment of a duty.
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8) Once again, we can read this as a metaphor for today’s tracking systems, which monitor our
interactions and web navigation to analyze, collect, and redirect our behaviors—both in terms of
consumption and on political and cultural levels.

9) The film is available on the Digitaldeath.eu website at the link https://digitaldeath.eu/make/
rest-in-pixels. It is part of a series of four design films that explore the relationship between
death and virtual representation before Facebook introduced the “Memorialisation” mode (2010)
and the “Legacy Contact” feature (2015), a policy that allows deceased users to be remembered
online and managed by a legacy account (accessed on October 27, 2024).

10) The policy can be read on Facebook’s Help page or by visiting this link: https://www.
facebook.com/help/275013292838654+# (accessed on October 27, 2024).

11) The cancellation of the account requires the completion of a form available at https://www.
facebook.com/help/contact/228813257197480 (accessed on October 27, 2024).

12) Davide Sisto, “La morte si fa social. Immortalita, memoria e lutto nell’epoca della cultura
digitale”, Bollati Boringhieri, Torino 2018.

13) The entire scene can be viewed on YouTube at https://www.youtube.com/
watch?v=HRZiZSUKNIA (accessed October 27, 2024).

14) Ibidem.

15) The integral thesis reads thus, “The images that have become detached from each aspect
of life merge into a single whole, in which the unity of this life can no longer be reestablished.
Reality considered partially unfolds in its general unity as a separate pseudo-world, the object
of contemplation alone. The specialization of world images is found, realized, in the world of
the image made autonomous, in which the liar lies to himself. The spectacle in general, as the
concrete inversion of life, is the autonomous movement of the non-living.” G. Debord, “The
Society of the Spectacle,” Baldini & Castoldi, Milan 2017.

16) The article can be found at https://journals.sagepub.com/doi/
epub/10.1177/2053951719842540 (accessed October 27, 2024).

17) Currently the number of active users on Facebook is 3 billion. The article can be visited at
https://www.wired.it/article/facebook-popolazione-mondiale-iscritti-3-miliardi/ (accessed October
27, 2024).

18) Paul B. Preciado, “Un appartamento su Uranio”, Fandango Libri, Roma 2019, p. 300.
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